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Reid Barbour, English Epicures and Stoics: Ancient
Legacies in Early Stuart Culture (Amherst; University of
Massachusetts Press, 1998). Pp. ii + 312. $45.00.
Reviewed by Peter S. Fosl, Transylvania University
f'TnT

t is not news that both Stoicism and, to a lesser extent,
Epicureanism were influential philosophical movements in the
early modern era generally or in Stuart England specifically.
Wilhelm Dilthey, Peter Gay, Gerhard Oestreich, Richard Tuck,
and Charles Kay Smith have all recognized their importance. Margaret J.
Osier edited in 1991 for Cambridge University Press a collection of essays
devoted to the topic: Atoms, "Pneuma," and Tranquility: Epicurean and Stoic
Themes in European Thought. "What is new in Reid Barbour's most recent
volume is the detailed and variegated accoimt he presents of the uses to which
Stoic and Epicurean thought were put by the makers of Stuart culture.
In contrast to scholars like Oestreich, who seek an explanation of the rise
of interest in Stoicism and Epicureanism by searching for a cultural arche in
which to anchor their ascendance arche—such as the rise of the centralized
state—Barbour undertakes to show not only how cultural movements deployed
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these philosophies as tools to their own ends but also how those same
movements were in turn shaped by the philosophies. Barbour also eschews
holding fast to a narrowly defined or privileging definition of Stoicism and
Epicureanism, instead laying out for us the many different Stoicisms and
Epicureanisms that emerged during the Stuart era. Because, however, Barbour's
exposition is largely restricted to these early modern versions of the Hellenistic
philosophies, those interested in determining precisely the ways in which early
modern Epicureanism and Stoicism agree and disagree with their ancient
counterparts are likely to be disappointed—unless they have already mastered
the ancient theories. In this volume, one discovers the practice much more
thoroughly than the theory.
Barbour presents us with three categories of investigation: politics (Charles
I, Laud, Lipsius), literature (especially through the lens of playwright John
Ford), and ecclesiastics (Montagu, Calvin, Arminianism). In each case, Barbour
sets out in detail and with helpful examples the precise manner in which each
philosophy was used. Marcus Aurelius and Seneca receive special attention.
Barbour also explains just what was at stake for those involved, exploring both
how the Hellenistic philosophies presented friction and resistance to the
objectives of those who used them and how they served as a catalyst for cultural
effects intended and unintended.
In his own words, Barbour writes: "It is the thesis of this book that early
Stuart culture is diacritically obsessed with the Stoics and Epicureans, apart
from and in relation to one another; that the Stoics and Epicureans afford early
Stuart readers and writers with the most impressive yet vexatious answers to
many of their most urgent political and religious questions; and that given the
complexity with which the philosophies have been transmitted, the cultural
brokers of early Stuart England are forced to wrestle with the paradox by
which the friendly philosophy becomes the enemy, and the enemy the friend"
(2-3). Barbour is especially keen to show how Stoicism—the stalwart defender
of duty, self-sacrifice, and an involved God—at first seemed to support
Christianity but instead for many became as troublesome as Epicureanism,
advocate of pleasure, individualism, and a distant deity. Indeed, for a French
thinker like Pierre Gassendi, Barbour takes pains to dissect the challenges of
both these Hellenistic philosophies as serving a stabilizing rather than
subversive function.
In my own view, the sections of this text devoted to the double-edged
effects of Stoicism are strongest, particularly as they affected struggles within
the Church. While Stoicism emphasized the importance of duty and subjection
of the individual self to the larger, corporate whole, it also undermined the
ceremonialism and centralization of power constructed by ecclesiastical
authorities. Barbour's last chapter, "The Collapse of Accommodation," sets out
a persuasive capstone to his account of the extent to which the Stuart attempt
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to integrate Hellenism into its own projects often crashed upon shoals of its
own making.

Robert McMahon, The Two Poets of 'Paradise Lost"
(Baton Rouge: Louisiana State University Press, 1998).
Pp. 210. $32.50.
Reviewed by Su Fang Ng,Johannes Gutenberg Universitat—Mainz
It was the New Critics, rebelling against the biographical-historical literary
scholarship of their predecessors, who first began to sever the author from the
text. W. K. Wimsatt and M. C. Beardsley's "The Intentional Fallacy" (1954) is
a manifesto against substituting biographical criticism for textual interpretation.
This method produced some brilliant work, including Talbot Donaldson's
influential "Chaucer the Pilgrim" (1956), which argues that we cannot mistake
the narrator of the General Prologue to the Canterbury Tales for Chaucer. The
pilgrim-narrator observes everything acutely but has not the least understanding
of what he is seeing. His ingenuous comments are meant to be corrected by a
more sophisticated and discriminating audience. The narrative persona thus
adds another layer to make a complex fictional construct. We still depend on
this distinction between narrator and author, one which McMahon usefully
applies in very readable prose to Paradise Lost.
McMahon makes two main contentions in The Two Poets of "Paradise
Lost." First, he argues that the narrator of Paradise Lost is the "poet within the
poem" and must be treated as distinct from John Milton, the author, "the poet
behind the poem" (1). This argument is an extension of Anne Perry's Milton's
Epk Voice- The Narrator in "Paradise Lost" (1963), which cautions against taking
the voice of the epic for the historical Milton. Second, McMahon advocates an
interpretation of Paradise Lost that emphasizes the temporal movement in its
design, reading the poem as a narrative unfolding in the present moment.
These two claims produce for McMahon the figure of an oral poet, the "Bard,"
whom we see learning from experience as he sings Paradise Lost. This thesis
takes a direction that complements the claims of both Stanley Fish's Surprised
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by Sin: The Reader in "Paradise Lost" (1967) and Barbara Lewalski's "Paradise
Lost" and the Rhetoric of Literary Forms (1985). Although Fish discusses the
reader who becomes entangled by Satan's rhetoric, participates in the fall, and
learns from experience to make better judgments, McMahon presents to us the
figure of an imperfect poet who makes similar errors in judgment, succumbs to
the Satanist temptation, and then grows to a greater self-awareness to overcome
his earlier folly. Like Lewalski, McMahon traces a movement from classical to
Christian in the poem, a shift that for McMahon reveals, not the education of
the reader (as in Lewalski and in Fish), but the maturation of the narrator-poet.
McMahon lays the groundwork for his argument in chapter one with a
careful reading of the four proems, demonstrating that the narrator-poet, or the
"Bard," moves from a classical and fallen self-assertion to a Christian humility.
One piece of evidence for this is the poet's changing presentations of his
blindness. In the second proem, the poet speaks at length with anguish and
treats his blindness as total while in the third and fom-th proems, the poet faces
his blindness and adversity composedly. The fallen character of the Bard in the
first half of Paradise Lost is signalled by the allusions to Icarus. The boldness of
the Bard assertion that he "with no middle flight intends to soar/ Above
th'Aonian Mount" (1,14-15) reveals a confidence that links him to Satan: the
Bard's poetic flight threatens to resemble Satan's precipitous flight into Chaos;
his ambitious poetic aspiration parallels Satan's own desire to overtop God.
The downward movement beginning in the third proem, however, marks the
beginning of the Bard's greater self-awareness. In the second half of Paradise
Lost the Bard eschews the exalted heights of classical epic, abandoning high style
for the higher matter of scripture, and thus becoming a truly Christian poet.
In chapters two, three, and four, McMahon focuses on the Bard's changing
relations to the supernatural characters of Paradise Lost: Satan, God, the Son,
Raphael and Michael. McMahon is at his best in these chapters, which
elaborate on the argument of chapter one. The simple thesis is sufficiently
flexible to resolve some of the knotty controversies of Milton scholarship. If
we understand that the Bard is initially attracted to Satan but then learns to
distance himself as he forsakes his Icarian ambitions, then we can see, along
with McMahon, that the controversy over Milton's Satanism is wrongheaded.
It is the Bard who makes Satan a hero in the earlier books, not Milton. The
controversy over whether Milton's God is a sympathetic character is also
resolved once we understand God not to be a consistent character but a
representation that changes with the evolving narrator. These chapters point
out that the failure to distinguish between author and narrative persona leads
to illusory critical tangles.
McMahon excludes Adam and Eve from his discussion, however, becatise
he finds that the human characters change more than the supernatural ones.
He believes that the Bard's more subtle relation to Adam and Eve will not
fundamentally change the shape of his argument. But that exclusion ends up
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a disservice to the project, for it would have been illuminating to consider how
much the shifts in tone may be attributed to an evolving narrator and how
much are the aftereffects of the fall. For instance, McMahon suggests that the
difference between the speeches of Michael and Raphael is the result of a
changing narrator, though it may well be accounted for by the difference
between speaking to fallen and to unfallen humankind.
There needs to be a fuller exploration of what drives the narrator's
change. If the narrator is a character, what are his motivations? Likewise,
chapter six, the final one, which extends the argument to Paradise Regained to
view it as the Bard's "corrective resinging of his earlier style" (192) is tantalizing,
but one chapter is insufficient to do justice to the large question of the relation
between the two epics, and the relation between their narrators.
McMahon suggests that we can perceive the narrator changing because
Paradise Lost "presents itself as an unrevised performance" (5). According to
McMahon, Milton has created a narrator who composes orally, who can "alter
an utterance only by saying something further. He can qualify, modify, or
undermine something he has said, but he cannot properly revise it" (6). This
thesis of an oral narrator poses some considerable difficulty. As intriguing as
it is, the idea is unhistoricized, and ultimately, unconvincing. McMahon's Two
Poets lacks any sense of how the seventeenth century in general and Milton in
particular understood oral poetry to function. Our understanding of Homeric
poetry as oral is in fact a modern one. McMahon rightly resists the tendency
to collapse together the voice of the poem and Milton, but to contend, as he
does, that "Milton exploited in an original way the poetic resources in the epic
convention of an oral Bard" requires historical support (6). To argue that
Milton's narrator composed orally, "imagining his poem in an ongoing
present," is to transpose twentieth-century ideas back to the early modern
period (11).
The theory of the orality of epic poetry is not an "epic convention of oral
composition" but one that came late (6). It was only in the twentieth century,
in the years between the wars, that Milman Parry established the orality thesis
for Homer; Parry's body of work is now collected in the one-volume The
Making of Homeric Verse (1971). The theory itself was not widely disseminated
imtil after World War II. In the early modem period, several authors contested
the then-orthodox view that Homer was a pre-eminent poet, but their
arguments were vague by modern standards. The Frenchman Abbe d'Aubignac
(1604-76) was probably the first to raise the "Homeric Question" in his
polemical Conjectures acaddmiques ou Dissertation sur /'//wde—written in 1670
but published in 1715—which claimed that there was no man named Homer,
and that the Homeric corpus was simply a collection of rhapsodies. But the
first to come to a close approximation of the modern understanding of
Homeric epic was Robert Wood (c. 1717-71), an English diplomat, traveler,
and archaeologist. His Essay on the Original Genius of Homer (1767) argued that
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the illiterate Homer composed by memory, but this thesis erred in accepting
that Homer was an individual instead of simply the name affixed to the work
of generations of bardic singers, as we now know.
The study of the narrator of Paradise Lost is important, but to call him an
oral poet is unsatisfying. It leaves the question of the narrator's performance
up in the air, begging for the nuances of an historical examination. Although
McMahon has the right instincts in avoiding the biographical trap, in this case
biography may acmally cast interesting light on the question of orality.and the
narrator of Paradise Lost. It would be interesting to ponder what the
implications may be for the narrator, given that the blind Milton dictated his
epic to be written down and published. As it stands. The Two Poets is
provocative, but unfortunately, incomplete.

"William Kolbrener, Milton's Warring Angels: A Study of
Critical Engagements (Cambridge: Cambridge University
Press, 1997). Pp. xii + 214. $54.95.
Reviewed by Alan DeGooyer, Williams College
According to William Kolbrener the bulk of Milton scholarship has broken
down into predictable and misguided opposition. The impasse is perpetuated
by critics—the "warring angels" of the title—who fall into either the angelic
camp, which finds Milton an orthodox absolutist, or into the Satanic camp,
which sees Milton as a radical individualist. Each side claims Milton as its own,
and the two sides have been mired in the trenches for some three centuries.
The origins of this standoff can be found in "Milton's texts, for they are capable
of sustaining, if not producing, ambivalence towards oppositions that the
bifurcating tendencies of Milton scholarship have long since hypostatized into
irreconcilable extremes' (15). This is rather clumsily put, but the point is that
since the beginning of the Enlightenment the ambivalences in Milton's texts
have been taken up by competing and opposed camps—by those who stress the
"'angelic' fetishism of unity, authority, and spirit" or by those who stress "the
'satanic' fetishism of difference, individuality and matter" (158). Of course,
Kolbrener is not the first to recognize that Milton criticism has been so divided
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for so long, and fortunately he does not simply spend his time cataloguing the
warriors—Stanley Fish on the angelic side, Harold Bloom on the satanic side;
William B. Hunter on the angelic side, Christopher Hill on the satanic side, and
so on. Such classifications naturally occur as his argument develops, but it is
instead Kolbrener's aim to investigate the conditions out of which these
opposing critical camps emerge, and to demonstrate how Milton's ideas and
commitments are actually mediated by various discourses. And so Kolbrener
enters the trenches of Milton criticism, not to fight, but to unearth the many
discourses simultaneously at work within Milton's texts.
As I have hinted, the effort is primarily archeological. And it is valuable,
particularly in its description of the Whig antecedents that have, as Kolbrener
shows us, been the cause of the polemical nature in so much Milton criticism.
The long-standing conflict has grown out of a Whig, or Enlightenment,
narrative which "in its baldest form goes something like this: modern
ity—reasonable, liberal, and democratic—emerges out of, indeed in opposition
to, a feudal, traditional, if not authoritarian middle ages" (2). Whether the
narrative is given a positive or negative spin does not really matter—in either
case the historical telos remains. Milton is either trying to lead us back into, or
out of, a unified authoritarian past—it depends of course on whether you are
of the angelic or the satanic camp. But for Kolbrener an inescapable
anachronism lies at the heart of any interpretation that would try to make
Milton on the side of either bourgeois individualism or authoritarian
intolerance. Milton will yield to neither side.
Kolbrener is at his strongest when he demonstrates how the Whig
historical paradigm has adversely inflected the criticism. The book's argument
is divided into three separate sections—political, theological, and poetical. In
each section his strategy is basically the same: he identifies the discourses out of
which the critical argument emanates and then shows how Milton somehow
escapes—or "resists"—becoming bound by any particular discourse. First, in the
political arena, the familiar "whiggish" notion of Milton as advocate of rational
individualism is "at once constrained by and constructed through the language
of civic republicanism" (27). Again in The Readie and Easie Way, Kolbrener
finds another kind of contextual mediation: "Even in Milton's 'most political
tract' rationalist agency finds itself constrained—and sometimes
overshadowed—by its providential context" (49). When he turns to theology
he not surprisingly finds Milton unwilling to be pinned down. Milton avoids
the emerging division between monists and dualists by refusing to offer any one
consistent philosophical perspective. (The monists see spirit and matter
converging—and thus see God as dissolving into the landscape, and God's
authority as being smoothly internalized; the dualists see spirit and matter as
diverging—and thus see God as abstracted from life, and nature as mechanized.
Milton sails between this theological Scylla and Charybdis by avoiding any
ontological claims). And finally, in his poetry Milton resists both the angelic
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temptation to transcend language for God-like certainty and the satanic
temptation to confidently assert the transparency of God's message. Rather,
Milton embraces"a notion of representation based at once upon the immanence
and nonimmanence of poetic meaning" (161).
Much of Kolbrener's argument is detailed and convincing. Milton avoids
simple appropriation by either camp because his rhetoric is integrative rather
than restrictive; it tends to offer competing perspectives rather than philosophic
certainties; and it is always "mediated" by discourses that assure its multiplicity
and inter-dependence. As should be clear, "mediation" is a heavily weighted
term in Kolbrener's study. It is his "primary interpretive trope" (4), and at
times it seems the magic formula "through which Milton joins, without
reconciling, apparently contradictory positions" (5). Because Milton is not
subject to "the oppositions that characterize Enlightenment habit of thought"
(5) he cannot fairly be taken captive by either critical "angels" or "devils." Or,
to put it another way, with his mediated vision he can see the world with a
fundamental ambivalence that remains "inassimilable to certain interpretive
paradigms of modernity" (5). Milton, then, is not merely negatively capable,
continually able to hold in mind two (or more) conflicting ideas or perspectives,
but able to exist in a world where such oppositions as reason and authority,
spirit and matter, truth and representation are not antithetical. This gives him
power to "mediate" between contradictory positions, and endows him with an
uncanny power to resist later critical simplifications.
There is some difficulty, however, in always picturing Milton as writing
in heroic resistance against the discourses and the critics who would claim him
as their own. By insistently describing Milton as "resisting" (or offering "a
productive tension," or "overgoing," or "breaking through the constraints of
conventional polemics"), Kolbrener sometimes makes it seem as if Milton is
able to anticipate and outwit his commandeering critics. To continually credit
Milton with the power to "resist" implies that he was aware of the critical
discourses through which his fumre critics would appropriate his work. This
in itself appears anachronistic—Milton could hardly have been resisting what
he could not have known. Kolbrener is usually convincing when he attempts
to demonstrate that Milton cannot be pigeonholed, though his tendency to
describe Milton as defying various discourses becomes rather too insistent and
too formulaic. This rather irritable reaching after resistance is something that
Kolbrener himself might resist. But this is a minor point. To the degree that
he exposes the reductive polemic certainties of the satanic and angelic,camps,
Kolbrener carries the day. His is a both/and argument, rather than an
either/or argument, which sees Milton's texts as participating in a number of
disparate discourses and achieving a complex unity. By making us aware of the
historical and ideological reasons the criticism has become divided, he presents
us with a Milton whose work is more perplexing, more heterogeneous, and
more full of paradox. This is surely all for the good. And yet, despite this, in
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the end Kolbrener's archeology points toward what is really a traditional goal:
the desire to eliminate our critical distortions, to recreate the context out of
which Milton wrote, and to uncover a more historically authentic "preenlightenment" Milton. Milton's WarringAngekm^k^esz good stsn. There is,
however, a danger in Kolbrener's insistence on ambivalence, on competing
perspectives, on resistance, and on mediated discourses: he is in d^ger of
merely remaking Milton in his ownpost-modern, or perhaps I should say,
"post-enlightenment" image.

Marcus "Walsh, Shakespeare, Milton, and EighteenthCentury Literary Editing: The Beginnings of Interpretative
Scholarship (No. 35 in Cambridge Studies in EighteenthCentury English Literature and Thought. Cambridge;
Cambridge University Press, 1997). Pp. xii + 222.
$59.95.
Reviewed by Keith Bodner, University of Aberdeen
The aim of Marcus Walsh's project is to examine the theoretical and
interpretative bases of eighteenth-century annotating and textual editing of
secular literature. He observes that a number of recent studies have considered
the procedures and assumptions of various eighteenth-century editors, but that
there has been less research dealing with the hermeneutical foundations of these
endeavors. After locating his study within the present scholarly ethos, he
commences the book by outlining various theoretical perspectives for analyzing
eighteenth-century literary editing. He then discusses the relation of these
perspectives to the biblical material, investigating biblical hermeneutics in
seventeenth- and eighteenth-century England. This theoretical discussion buildsthe platform for the major chapters of the book, the editing of Shakespeare and
Milton, where the central issues converge. The historical termini of Walsh's
project are the works of Patrick Hume (1695) and Edward Capell (1768-83).
There is a select bibliography of fourteen pages, an index, and a dozen helpful
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illustrations ^age facsimiles of various "scholarly editions" of Shakespeare and
Milton).
Walsh's emphasis is not so much on textual criticism per se, but rather on
the rationales and interpretative processes which undergird the textual decisions
of eighteenth-century editors. In contrast to arguments that state that these
editors were immethodical and idiosyncratic, Walsh asserts that the editorial
process was a discipline guided by quantifiable principles. The first chapter
discusses a number of theoretical perspectives for the study of eighteenthcentury editing. He surveys Peter Shillingsburg's taxonomy of textual editing
(the historical, aesthetic, authorial, and sociological orientations), using it
heuristically throughout the book to assess the positions and directions of the
various editorial practices. Of these, the "authorial orientation" is most
significant for Walsh, as a central aspect of his thesis in that "despite some early
and persistent aesthetic tendencies, the authorial orientation was increasingly
dominant in eighteenth-century scholarly editing of vernacular literary texts"
(10). This leads into the second chapter, dealing with Anglican biblical
hermeneutics. Walsh draws on a number of seventeenth-century biblical
commentators to substantiate the claim that "English biblical commentaries
very commonly and characteristically adopted a twofold method of paraphrase
and annotation" (47). The annotations of the biblical text of course varied in
relation to the writer and the audience, but what is important is that the "object
of interpretation is the author's intention", and since editing is inextricably
bound up with interpretation, in Walsh's judgement this assumption is
foundational for later editorial activity.
Turning to Milton commentary, the importance of Anglican models of
biblical commentary (with an explicating paraphrase followed by a more
digressive and learned annotation) becomes apparent. The centrality oi Paradise
Lost to the nascent English canon resulted in the full-scale commentary of
Patrick Hume in 1695. Hume's exposition was imbued with a range of classical
scholarship and identified a host of biblical allusions and parallels for the reader.
In Walsh's view, Hume's methodology elevated the poem to a quasi-scriptural
status. Within forty years another commentary was issued, this time hy the
textual critic and controversialist Richard Bentley. Bentley's 1732 undertaking
set out to restore the text of the blind Milton from the legion of errors, and his
edition has frequent conjectural emendations and deletions; however, there are
other "editorial decisions" which "are regularly guided by an urge not only to
correct but to improve, and even to create" (71). Bentley's approach to editing,
therefore, was rather different from Hume's. A wave of criticism arose against
Bentley's destabilization, and "defenders of the Ark" (including Zachary Pearce
and the father and son team of Jonathan Richardson) published complaints that
culminated in Thomas Newton's variorum edition of 1749. Newton's
commentary is "persistently explanatory" and intended "to illustrate the sense
and meaning," and the "exercise of paraphrasing leads Newton, as it led other
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eighteenth-century editors, into a close and perceptive engagement with
Milton's poetry" (101-02). The underlying premise is that Paradise Lost has an
intended and determinate meaning, which can be elucidated by applying the
same procedures used in biblical interpretation.
While the status of Shakespeare in the eighteenth century was in no
doubt, the editor was confronted with different problems than with Paradise
Lost: first, Milton wrote for the print media, whereas Shakespeare was a
dramatist writing for the stage; second, the textual problems in Shakespearean
plays were far more significant than with Milton; third, the language of Milton
was less remote in many respects than that of Shakespeare. In this final chapter,
then, Walsh discusses the methods used by eighteenth-century editors in
making choices amongst a range of possible editorial orientations. Alexander
Pope's "aesthetic conception of the editor's task led him to devote a significant
part of his energies to pointing out both the fine and the faulty in Shakespeare's
writing" (127). In contrast to the aesthetic orientation of Pope's work (2nd
edition, 1728), Lewis Theobald was guided by an authorial orientation in his
1733 edition of the complete Works, and was less inclined to deviate from the
text on the basis of his own taste. William Warburton's 1747 edition reacted
against Theobald, and Walsh notes that this "may be seen as a key moment of
theoretical negotiation in Shakespearean editing" in the same way "as Richard
Bentley's 1732 edition of Paradise Lost had been for Miltonic editing" (150).
John Upton, Thomas Edwards, and SamuelJohnson were the chief antagonists
of Warburton, and their reproaches served to crystallize many of the practical
and theoretical issues of Shakespearean editing. The work of Edward Capell
marked a new phase in scholarly editing, and Walsh affirms that Capell
distinguished himself from his predecessors and contemporaries through "a
dramatic privileging of the true word, the restored scripture of the author over
the intrusions of the editor's secondary authority" (183-84). There is an
advancement on previous methodology for textual decisions while remaining
committed to the authorial orientation. Walsh concludes: "In the work of
some at least of the eighteenth-century editors of Shakespeare we see the
development and use of rational procedures of interpretation, adapting and
applying to a new field of writing techniques and approaches which had already
been familiar in classical scholarship, and in biblical exegesis" (198).
There is a considerable amount of information in this unassuming volume,
and numerous areas emerge where further tangents of research could be
explored. A clear strength of this book is a plausible and well-argued thesis,
which combats a number of modern assumptions. The section on Anglican
biblical hermeneutics is particularly well done and establishes a reliable
foundation for what follows. In the Shakespeare chapter, the text of Hamlet
is used for the various examples, such that one can chart the different choices
which the various editors make. A stimulating monograph that reads easily, it
must be considered required reading for anyone with a scholarly concern in
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eighteenth-century editorial theoryj and can profitably be surveyed by
researchers with an interest in the engaging story of the transmission of
Shakespeare and Milton.

Blanford Parker, The Triumph of Augustan Poetics:
English Literary Culture from Butler to Johnson
(Cambridge: Cambridge University Press, 1998). Pp. x
+ 262. $59,95.
Reviewed by Jack Lynch, Rutgers University—Newark
This is a learned book—a deeply, broadly, impressively, even ostentatiously
learned book. Every page boasts a grand procession of literary worthies from
Hesiod to Housman: Augustine, Chapman, Cicero, Dante, Donne, Erasmus,
Ficino, Galileo, Gongora, Homer, Luther, Marino, Molina, Montaigne, Ovid,
St. Paul, Petrarch, Pico della Mirandola, Plato, Ronsard, and Virgil on the first
page alone. And there's no rest in sight: on page two come Barthes, Boileau,
Butler, Cowley, Crashaw, Dryden, Ignatius Loyola, Pope, Rochester, Swift,
Traherne, and Vaughan, followed by Addison, Burnet, Horace, Hutcheson,
Lecky, Locke, Macaulay, Sancroft, Shaftesbury, Stephen, and Walpole on page
three, and so on throughout the book. But all the learning is put to good use
in this ambitious work, which chronicles "the process whereby English culture
moved from the acrobatic credulity of Browne to the cool and abject skepticism
of Hume" (24)—or, in his preferred terms, the disappearance of "Baroque"
culmre and the rise of "Augustanism." He traces, that is, the changes in poetic
sensibility from the mid-seventeenth century to the mid-eighteenth,
emphasizing not the continuities but the ruptures.
Characterizing entire ages in preparation for a compare-and-contrast
exercise is no small task. Perhaps it's best to begin by clarifying some loaded
words. Both of Parker's central terms are unfashionable: "Baroque" means for
him the sort of figurative and analogical poetry we find particularly in the
Metaphysical poets; "Augustanism" is embodied especially in Pope and
Thomson. His thesis is that the transition from Baroque to Augustan culmre
is marked by the decline of Metaphysical analogy and the rise of "literalism."
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when an early seventeenth-century poet describes a tree, Parker might say, he
describes a tree charged with divine meanings—the tree of life, the cross, the
genealogy of a race—anything but a tree. But Pope's and Thomson's trees are
simply and emphatically trees. This retreat from metaphor is for Parker the
heart of early eighteenth-century poetics: "Of all the discoveries of the
Augustans," he writes, "the idea of the literal is the most important" (20). Or
again, even more forcefully: "The peculiar search for the 'literal,' for a language
which evades the necessity of the metaphor, is the project and problem of every
great work of Augustan literature" (60). These sweeping statements are backed
up by a number of informed and incisive readings. Though the supporting
actors are legion, Parker focuses most of his attention on a manageable cast of
characters: Butler, Pope, Thomson, and Johnson earn chapters to themselves,
and there are extended glances at Cowley, Dryden, Benlowes, Prior, and
Young. Along the way he discusses the roles of satire and descriptive poetry,
and the relationships between eighteenth-century writers and some of the
earliest Christian modes of thought.
The Triumph of Augustan Poetics feels strangely out of place in the late
1990s: it would have been more at home three or four decades ago. The very
kind of project—a history-of-ideas study of canonical and near-canonical male
poets—is unusual enough these days. But it's more than that: the book is part
of the ethos that produced Abrams's Mirror and the Lamp and Frye's Anatomy
of Criticism, Price's To the Palace of Wisdom, Fussell's Rhetorical World of
Augustan Humanism, and Jack's Augustan Satire. In these works New
Criticism teamed up with an older brand of intellectual history and produced
grand systems that took synoptic views of entire literatures.
Most of these systems, though, came crashing down in the 1970s and '80s,
as new generations of critics questioned not only the value but even the
possibility of the older accounts. So Parker's account of the rise and fall of
Augustanism feels like a blast from the past. His footnotes reveal he's most at
home with the critics of the fifties and sixties: citations of studies like
Wasserman's Subtler Language (1959), Van Doren's Dryden (1960), Nicolson's
Newton Demands the Muse (1966), and Brower's Poetry of Allusion (1968)
abound. In fact, the references to Bonamy Dobree, Cleanth Brooks, Alan
McKillop, Ernst Cassirer, Oliver Elton, and Basil Willey far outnumber those
to Michel Foucault, Laura Brown, Nancy Armstrong, Terry Castle, and Donna
Landry. The New Eighteenth Century it ain't.
Such a resolutely unfashionable eighteenth century has its attractions:
there's no tiresome climbing onto bandwagons, no devout recitation of
contemporary critical shibboleths. But it also has its down-sides. Some of his
arguments are in fact old hat, even if the hat is newly blocked and brushed. A
section on "The Transformation of Prose Style," for instance, traces the
disappearance of a conceited and figurative style in favor of a literal and plain
one, a story first told by Sprat in 1667 and recounted in great detail by Richard
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Foster Jones, Morris Croll, and R. S. Crane in the first half of this century.
Parker adds little to their versions. Ditto his account of the rejection of
doctrinal controversy among the poets of the early eighteenth century, which
will be news to few.
A bigger concern for most readers, though, will be the tone of the book
as a whole. Parker has something of Harold Bloom's swagger about him,
making sweeping statements in passing, even in parenthetical comments. He
is bold (or reckless) enough to make nonchalant critical pronouncements that
would require whole libraries to demonstrate convincingly: "The novel," he
writes, for instance, in a book not at all about the novel, "was made possible by
the dissolving of the moral teleology and metaphoric encrustation of romance,
and by the expansion of the art of contiguity and association as opposed to that
of conceit" (57).
. Such generalizations will get under many readers' skin. But toting up
specific points of disagreement is an easy but a fruitless exercise: hardly a
sentence goes by that doesn't call out for important reservations or
qualifications. And the cavalier invocation of dozens of writers and intellectual
traditions can be intimidating. From a writer who concludes his very first
paragraph with a sentence like this—"The Pyrrhonic elements of Erasmus and
Montaigne came in the end to a kind of anti-Scholastic fideism thinly masking
a Pauline topos"—the reader can expect few concessions (1).
But The Triumph of Augustan Poetics, for all its swagger, does what a good
book should do: it makes us think in new ways about familiar things. Some of
Parker's obiter dicta fall flat, and others miss the mark widely. He has not
produced a classic study like those of Abrams and Frye; the time for such
synoptic accounts has passed and not yet returned. But he always has the virtue
of being provocative. Anyone interested in literary and intellectual history and
early eighteenth-century poetics will benefit from this formidable, erudite,
redoubtable, and often infuriating book.
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Paula McDowell, The Women of Grub Street: Press,
Politics, and Gender in the London Literary Marketplace,
1678-1730 (Oxford and New York; Oxford University
Press, 1998). Pp. xii + 347. $85.00 (cloth); $24.95
(paper).
Reviewed by Catherine Craft-Fairchild, University of St.
Thomas
This book should serve as a useful companion to works such as Brean
HiLmmonA'sProfessionallmaginativeWritinginEngland, 1670-1740: 'Hackney
for Bread' (Oxford University Press, 1997), Catherine Gallagher's Nobody's
Story: The Vanishing Acts of Women Writers in the Marketplace, 1670-1820
(University of California Press, 1994), and Pat Rogers's Grub Street: Studies in
a Subculture (Methuen, 1972). Arguing that increased literacy and "changing
conditipns of literary production and political expression in late seventeenthcentury England enabled unprecedented female political involvement through
print," McDowell traces the careers and productions of female writers, printers,
and hawkers (5). By "focusing on middling and lower-class women's political
activity through print," McDowell asserts that her study "demonstrates that the
public sphere in England was not always already masculine or bourgeois" (9).
McDowell examines "women's shifting relationship to public discourse" to
reveal that by the mid-eighteenth century, social, national, and religious models
of selfhood gave way, even for non-elite women, to a "recognizably
modern...gendered, autonomous" sense of self, to the detriment of women's
abilities to participate in the workings of the political press (9,19). McDowell
points out that, while other studies have emphasized "those Tuho expressed
anxieties concerning the newly pluralistic literary marketplace," her own work
centers on "those who caused them" (10-11).
Among these participants in the literary marketplace were the women
involved in the London book trade at all levels; in part one of her work,
McDowell studies widows who inherited and maintained their husband's
presses, daughters brought up to the trade, female publishers and distributors
of inflammatory materials, hawkers and "Mercury Women," and ballad singers.
McDowell explores the relationship of these women to the world of publishing,
and particularly to the British government's often balked efforts to censor the
production and dissemination of "seditious" printed matter. The second section
of The Women of Grub Street narrows the focus to trace, in detail, the lives and
productions of four "non-elite" women, widow-printer and broadside-author
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Elinor James (c. 1645-1719), Quaker and religious-tract writer Anne Docwra
(c. 1624-1710), "polemicist and preacher" Joan Whitrowe, and Protestant
mystic and autobiographer Jane Lead (1623-1704). McDowell argues, in what
is perhaps the finest chapter of her book, that these women's fluid and
communal sense of self allowed them to "escape the cage of gender without ever
leaving it" (184), a paradox that McDowell explains by contrasting these middleand lower-class writers with "elite or genteel" female authors such as Mary
Astell and Margaret Cavendish. McDowell writes.
If the Duchess of Newcastle envisioned every woman as "isolated
and complete unto herself," women likeJames, Docwra, "Whitrowe,
and Lead were less free of the network of dependencies—domestic,
familial, and economic—that contributed to their own
understanding of identity as social. If Cavendish conceived of
herself as "an absolute monarch without a country," Elinor James
saw herself as a 'God Mother' to the City of London...James's
writings are rich in diverse modes of female political being—all
imaginary, of course, but, like all metaphors, capable of structuring
thought and action nevertheless. Had a woman likeJames ever been
confronted with the "ideology of the absolute self," such a model of
subjectivity and political being would have entailed for her a
devastating loss of a sense of socio-political connectedness and
wholeness (185-6).
McDowell asserts that, for Elinor James, not being gender-driven offered a kind
of freedom not available after mid-century to women who wished to enter
print. Because James identified "with the Church of England and with
members of the Stationers' Company rather than primarily with members of
her sex," she felt equal to tackling controversial religious and political topics
that later-century women were cautioned not to approach (186). Indeed, argues
McDowell, political opponents of early women writers had a difficult time
attacking these foes and invalidating their polemics; they could not simply
condemn the writers as "unwomanly," since "the implications of the term were
not yet fixed—not yet consolidated across boundaries of faith and class" (195).
That such consolidation did occur becomes clear in the third and final section
of The Women of Grub Street, where McDowell traces the remarkable career of
Delarivier Manley, in whom "old and new traditions conjoin" (223). It was
Manley's very success at self-conscious propagandizing that disturbed
prominent political writers like Addison, Steele, and Swift, and led, in part, to
their contributions to "the consolidation of new pohte norms of female
behavioiu-" (278).
McDowell's scholarly book will be of interest both to literary critics and
historians, as it complicates our understanding of the public sphere/private
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sphere debate. The Women of Grub Street is not, however, easy-going for its
readers. Its highest virtue—the meticulously researched treatment of women
largely ignored by other studies of seventeenth- and eighteenth-century British
print culture—is also its chief fault, for McDowell's main lines of argument
often become submerged in a welter of biographical and historical detail. For
instance, fascinating assertions, such as "Instead of vainly trying to write around
her public reputation!,]...Manley wrote through it" (248), remain unexplained,
as quotations from The New Atalantis and The Adventures ofRivella overwhelm
the strands of McDowell's own discomse. Indeed, in many portions of the text,
quotations and footnotes do more to muddy xmderstanding than to clarify the
author's points. McDowell's overview of the text as a whole and introductions
to individual sections, while helpful, seem somewhat tacked-on—a less than
effective effort to impose order on unruly material.
Nevertheless, whatever its stylistic defects. The Women of Grub Street
serves as an important reminder that "the novel constituted less than 1.1 per
cent of England's annual print production before 1730" (299); as scholars
interested in offering reliable readings of early print culture, we need to broaden
our spectrum of genres and our tastes. In particular, McDowell cautions
feminist literary critics against generalizing about all early women writers from
a study of the elite, a fault that many writers, myself included, must
acknowledge. Paula McDowell's The Women of GrubStreet makes a timely and
valuable contribution to our understanding of the operation of gender, class,
and changing ideologies in early London's literary marketplace.

William B. Warner, Licensing Entertainment: The
Elevation of Novel Reading in Britain, 1684-1750
(Berkeley: University of California Press, 1998). Pp. xvi
+ 232. $48.00 (cloth); $22.50 (paper).
Reviewed by Karen V. Zagrodnik, Stephen F. Austin State
University
William Warner's recent study is a welcome and timely contribution to current
novel and cultural studies. Rather than offer another theory regarding the
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formation of the novel as a form, Licensing Entertainment explores the
interchange between the novel as an emergent genre, the role it played in
creating a reading public, and the public's engagement with this new media
culture. At the center of Warner's argument is his assertion that eighteenthcentury readers popularized the novel because the earliest novels' primary
functions were to entertain the reader, an approach strikingly different from
such contemporary non-narrative writings as religious and legal tracts or
newspapers. Warner's introduction of the term "media culture" focuses on two
indistinguishable eighteenth-century phenomena: "a repertoire of objects in
circulation—^novels on the market in the early modern period—and an
interrelated set of cultural practices, readers, authors, printers, and so on, as
each supports and expands the other" (127). The public's response to the novel
as a genre, a type of novel, or a particular novel in part could, and often did,
influence the plot, the characters, the style, and the theme of a successive
writing. This exchange between the reading public and the form, Warner
argues, indicates that the authors of novels were successfully instructing the
public on how to read this new form while the public legitimized and valorized
reading novels.
Warner narrows his discussion by examining six novels of amorous
intrigue: Behn's Love Letters, Manley's New Atalantis, Haywood's Love in
Excess, Defoe's Roxana, Richardson's Pamela, and Fielding's Joseph Andrews.
Licensing Entertainment traces how each novel incorporates sexual encounters,
romances, and elopements to entertain the reader and "create a new specter
within the discourses of cultural criticism: that of the reader as pleasure-seeking
automaton" (126). In addition, these novels adopt and adapt the form of the
amorous intrigue in order to inform, teach, or correct the reader as a reader and
as an individual. Behn's fictionalization of the much-publicized elopement of
Henrietta Berkeley with her brother-in-law. Ford, Lord Grey of Werke serves
as a political commentary on the period's political intrigues surrounding the
succession crisis. Scenes of sexual mastery (or in some cases incompetence)
which entertain and titillate also comment on the political successes and failures
of the characters. Warner notes Defoe's Roxana is an attempt to reform the
public's reading habits by admonishing the reader to read not merely for
entertainment but for moral improvement with the result that "[b]y
discrediting the pleasure of the reader's fantasy participation in the novel as a
simulacrum of the social, Roxana overwhelms the implicit contract between
novel reader and novel writer" (175). Warner concludes with Fielding's version
of a male amorous intrv^e,Joseph Andrews, a response to Richardson's conduct
book in novel form and a work that reached the level of "performative
entertainment" not achieved by previous novel writers. Warner demonstrates
that Fielding taught his readers to recognize the contrivance of the amorous
intrigue form; its characters, events, and themes; and the novel as a genre itself.
The progression Warner details explains the process by which writers
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responded to a public who became more sophisticated in its reading process
with each successive novel.
One major contribution of Warner's study is his argument that students
and critics of the novel as a genre move beyond the debate regarding the rise of
the novel to examine other issues and complexities of the eighteenth<entury
novel. The opening statement of the preface boldly proclaims his intentions:
"In Licensing Entertainment I rewrite the literary history of the novel so that
it becomes a subset of the cultural history of print entertainments" (xi).
Combining his nuanced readings of the six novels with a cultural studies
approach, Warner underscores the stagnation of such debates as "Which is the
first novel.'" or "Which novelist in the eighteenth century mastered the genre?".
Licensing Entertainment enhances our appreciation of novels and novelistic
works because we recognize these works as situated in complex historical and
cultural contexts. Rather than rejecting competing theories and studies, Warner
employs them to demonstrate that as eighteenth-century novels (or novels from
the nineteenth or twentieth century for that matter) they do not exist in a
vacuum so neither should the study of them. Accepting the idea that a novel
is really an "ambivalent, unstable, non-identical object" (289) frees scholars to
adopt additional approaches as we study the genre and individual writings.
One aspect of this study, while not detracting from the work, does
demand consideration. Warner selects mostly canonical writers and novels. To
say that a novel class, or even an eighteenth-century literature class, without
one of Richardson's or Fielding's works is remiss is an understatement. Behn,
Manley, and Haywood, although not as accepted as their later counterparts, are
more widely read and taught than they were ten years ago and receive muchdeserved scholarly attention. Behn's novels are even included in anthologies (a
sure sign of canonicity if there ever was one). Yet, given Warner's argument
that the reading public influences writers and the novel form, it would have
been productive for this study to have included even one work or writer not
as well-known currently, such as Penelope Aubin or Rufus Chetwood. Less
known writers also responded to public input and interest and in their versions
of the novel taught the public to read in yet another way. Warner references
several twentieth-century works, such as Gone with the Wind, that have not
been granted "literary" status in order to demonstrate how they engage the
cultural media. The inclusion of similar eighteenth-century works would have
shown an additional application of his theory.
Warner's definition of entertainment, "those recurrent social practices
members of a culture use to divert and amuse themselves and one another,"
suggests that Licensing Entertainment is itself entertainment for literature
scholars (45). Not only is this study an elucidation of eighteenth-century read-
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ing practices and the debate that raged over the novel's purpose, but it is an
engaging read.

David Blewett, The Illustration of Robinson CrusoCy
1719-1920. Gerrards Cross: Colin Smythe, 1995. Pp.
235. $55.00.
Reviewed hy Kevin L. Cope, Louisiana State University
In a move that reconciles waiting-room picture books with high-tech studies in
bibliography, David Blewett opens his monumental study of the illustrations
to Robinson Crusoe by quietly challenging suppositions about the fundamental
nature of an edition. Not only does Blewett raise questions about the canonical
parts of a book that appears unpredictably in one, two, or three parts according
to the caprices of editors and the tastes of times (11-12); not only does he
wonder about the textual stability of a work that, like Gulliver's Travels of The
Wizard of Oz, cannot be understood apart from the countless sequels,
imitations, and burlesques that it has elicited; but he also poses a seemingly
obvious question that no one has yet asked: whether a work that has always
been illustrated can be understood or edited without accounting for its visual
as well as textual history (24).
The pictures bound in with the Crusoe tradition, Blewett opines, belong
to its cumulative reception history (14-15). Over the centuries, Defoe's tale of
a castaway-CKOT-philosopher has been read as much in its plates, paintings, and
portfolios as in its words. By combining a traditional scholarly commitment
to primary sources with daring interdisciplinarity and plain old common sense,
Blewett has prepared a wonderfully graphic retelling of a tale that, over the
years, has been sometimes a seafaring yarn, sometimes a philosphical reflection,
sometimes a children's storybook, and sometimes a shrill existentialist outcry.
Blewett modulates critical innovation with procedural practicality. He
establishes the instability of the Crusoe legend by pointing to its most bizarre
offshoots, whether "the girl Crusoe," The Catholic Crusoe, or, for pet lovers. The
Dog Crusoe (13). The extreme variation in the textual and metatextual history
of Robinson Crusoe provides Blewett with the justification for sticking to the
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core of the Crusoe canon, namely volumes I, II, and III. Blewett's keen
pragmatic sense allows him to control a topic that might otherwise range with
Crusoe all over the critical map. Generous necessity permits Blewett to impose,
without stodginess or prejudice, a fairly conventional, period-by-period
approach to the evolution of the Crusoe corpus. Although he lays out a
straightforward progression from Crusoe-as-Puritan-Waming to Crusoe-asRomantic-Nature-Admirer, Blewett's frank confrontation with the stupefying
variety of Crusoe material leads him to appreciate and amplify rather than to
theorize or schematize diversity. He casts his every chapter as a distinctive
study in yet another, different perspective on Defoe's work. Each installment
is a new and delightful turn in a kaleidoscope, never a teleological march to
some grand postmodern conclusion in which earlier phases of Crusoe
illustration get reduced to blundering precursors.
Blewett uses his first chapter to draw a baseline for the evolution of
Crusoe illustrations. The first English illustrations were ideographic
composites, rebus-like summaries of the events in the story (29). These
narrative-pertinent, strongly English images had remarkable staying power,
often serving as prototypes, studies, or stereotypes for later illustrations. Early
French and continental illustrators took a more speculative, ideological
approach, either highlighting the cautionary, sin-and-redemption pattern in
Crusoe's moralized life (32-33) or applauding the aesthetic, art-historical, preGauginesque value of tropical settings (40) or eliciting French-revolutionary
insinuations from this tale of a bourgeois entrepreneur turned island emperor
(41 ff.). The message of Blewett's first chapter is that French illustrators
initiated the Romanticization of Crusoe while English daubers dealt with
Crusoe's survival skills or exalted Crusoe as a preserver of British life and values
(37).
Staying power and persistence are the themes of Blewett's follow-up
chapter, on the development of a stock canon of Defoe images by Thomas
Stothard. Not only did Stothard make a forty-year career out of repeatedly
illustrating the Crusoe story, but this "Quaker of Art" (46) fixed the "look" of
the Crusoe experience for generations to come. Depicting all the Crusoe
paraphernalia, even the castaway's cooking and lawn maintenance gear (49),
Stothard both enhances and hardens the English view of Crusoe as the dutiful
guardian of Mum's domestic habits. Blewett casts Stothard as the linchpin in
the shift from Crusoe-as-redeemed-Prodigal-son to Crusoe-as-model-ofconstructive-urban-(or island)-renewal. He shows how Stothard followed and
forwarded emerging Romantic trends by placing sociability and collegial
admiration before shame or terror (50-54). Blewett's analysis of Stothard and
his followers reveals a gentle, quietly ironic humor seldom seen in the front
lines of scholarship. Stothard perceived the Crusoe story as a "vision of an
extended camping trip in an idyllic landscape, enlivened by romantic rescue
operations" (58); equally wry comments delineate the reconfiguring of
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Robinson Crusoe into a type of John the Baptist or the recasting of Friday as
a noble, almost erudite savage hungry for Enlightenment culture, as a salon
habitue who prefers dainty hors d'oeuvres to the appalling dishes of Carib
cannibals (60-62).
The remaining chapters of Blewett's energetic book proceed in a similar
way, nominating a major illustrator from each period as the epitome of the
Crusoe-response of an age, a culture, or a school. Blewett thus manages not
only to characterize the graphic history of Robinson Crusoe, but also to
describe, in practical as well as theoretical ways, the entire history of English
book illustration.
Chapter three analyzes the influence of George Cruikshank and his let
terpress-adapted woodcuts, explaining that these high-tech upgrades from an
old-timey process decreased the cost and therefore increased the readership of
Defoe's (and others') novels. Cruikshank's achievement in the history of book
illustration amounts to "the uniting of the two audiences, the popular and the
polite," both of whom could respond, in disparate ways, to Cruikshank's
imagery (67-68). Blewett's commentary on Cruikshank explains how today's
critics can have such disparate responses to popular eighteenth-century books,
how this double critical culmre—that of the precursors to New Historicist
Roundheads and that of aesthetically attimed exegetes—could tensely cooperate
in the formation of a double, mixed vulgar and cultivated, audience.
Cruikshank and crew brought out the humorous streak in Defoe's story,
initiating the process by which Robinson Crusoe was eventually reduced to a
children's story (70-72). The interdisciplinary Blewett is especially keen to
point out the role of pantomime and other performing arts in shaping these
mass-audience illustrations (73).
Looking at the sheer abundance of material yielded by Cruikshank's
advanced technologies, Blewett builds his fourth chapter on what might be
described as the theme of traffic, with Charles Dickens's illustrator "Phiz"
Brown emerging chief traffic cop. "Phiz" moved England away from the image
of a solitary Crusoe, toward an alleged castaway who was in fact cramped,
surrounded by junk, and impinged upon by a population problem (animals,
pirates, cannibals, castaways, and assorted chance callers). Phiz's Crusoe
became less a melancholic contemplator than a New York cabbie angry over
gridlock (89,93). In the kind of hidden critical jewel so often found buried in
the treasure of Blewett's book, we learn that the famous "footprint" scene,
where Crusoe discovers that possibly cannibalistic visitors have trespassed on
his island, was not illustrated until 1790. The big to-do about this nowrenowned episode did not arise until the traffic-conscious Industrial Revolution
(94). As the nineteenth century progressed, Defoe and Robinson Crusoe were
billed as comparable to Shakespeare and his plays (98), with the result that the
traffic jam worsened as illustrators crawled out from everywhere. The
bookbuying public saw attempts to turn Crusoe into Christ (100), to
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spiritualize Crusoe into a pre-Raphaelite whisp (112), to bring out the Gothic,
Vincent-Price-Style horror in the grisly episodes (118-121), or just to cram as
many illustrations as possible into the book, as in J. D. Watson's compression
of 100 plates into a 200-page work (110). Blewett's discovery of this busy,
overloaded network of Crusoe illustration rebuts the traditional view of
Defoe's book as popular in its own time and in ours but as largely forgotten by
readers during the drippy, sentimental nineteenth century. Surprisingly, the
nineteenth and early twentieth centuries were, at least quantitatively, the
heyday of Robinsoniana.
Ingeniously replicating the point of his book, the last chapters of The
Illustration of Robinson Crusoe review the ideological and aesthetic processes by
which illustrators fancied themselves emancipated from texts, by which artists
began producing works that freely commented on or that veered from or that
had nothing at all to do with Defoe's text. Chapter five examines the Victorian
imperialism supporting this aesthetics of elaboration and the related attack on
authorial sovereignty. Idealists like Jules Fesquet iconized (and de-texmalized)
Crusoe, turning him into a muscular figure of Hercules—or worse (127); on the
other side of the same ideological spectrum, robust Englishmen like Stanley
Berkeley brought out all the swashbuckling, derring-do, and dying-for-theUnion-Jack elements in Defoe's tale, laying the groundwork for such
extrahistorical modern adventure rides as Walt Disney's Pirates of the Caribbean
(132-35).
The emotional, psychological, and existential dimensions of this
preemptive artistic behavior is brought out in the last chapter, where John
Butler Yeats's illustrations zoom in on tense moments in Crusoe's experience
(147-150), where C. E. and H. M. Brock create highly humanized if periodappropriate settings (150-51), where the Rhead Brothers mix up William
Morris's arts-and-crafts movement with a strange batter of Fabian socialism and
scientific attention to local detail, even to comparative plant biology (153-54),
where Elenore Abbott moves all of Crusoe's moves into tight spaces likeunto
a psychotherapist's office (165), and where N. C. Wyeth romantically
transfigures Crusoe, turning the terrified castaway into an Ansel-Adams-style
lover of Nature's grandeur. Wyeth's posture-challenged Crusoe has little
chance to struggle for survival because he spends most of his time with his head
either bowed in reverence or turned upward in panoramic awe (169).
One of the great strengths of these last chapters is the scholarly yet
amusingly clever way that Blewett turns up odd or rare or excessive items,such
as German expressionist Walter Klemm's wildly non-representational, almost
oriental brush strokes (16^ or a set of late colonial illustrations in which
solitary or reflective scenes remain in black-and-white while thesprightly action
scenes appear in color (158). The epilogue gives us an utterly amazing (and
charmingly wry) account of Edward Gordon Craig, an obsessive Crusoephile
who fancied he had found a carved Caribbean mask of the euhemeristic Crusoe
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and whose crazy Crusoecentric lifestyle makes the average Elvis imitator look
normal by comparison (174-75).
In addition to its sheer brilliance, Blewett's book is nothing short of
opulent. No expense has been spared in its production. It contains an amazing
103 photoreproductions, all of the highest quality, along with a huge
bibliography, a register of illustrated editions of Robinson Crusoe, and a list of
"independent" (freestanding, not related to books or editions) illustrations of
Crusoe scenes. Blewett has supplemented his already magisterial study with a
full hiblio-image-ography of Defoe's popular work. The detail and precision of
these appendices and other source materials indicates that The Illustration of
Robinson Crusoe is a labor of love as well as a demonstration of scholarly
acumen. As a physical artifact, Blewett's book is a magnificent achievement,
putting to shame the productions of many well-heeled presses. That "word
processor" look that characterizes too many tomes' productions nowadays is
completely absent from this offering from the Colin Smythe Press, clearly a
publishing house with an aesthetic contribution to make. Even the dust jacket
shows wit and ingenuity, the words "Robinson Crusoe" in The Illustration of
Robinson Crusoe appearing within a color reproduction of one of the plates, in
the same way that baroque decorative allegorist Tiepolo's ceiling frescoes
wittily slide off into three-dimensional statuary, redefining the borders between
representation and reality.
David Blewett's masterful account of Crusoe's pictorial history is one of
the best books of this decade and a herald of a beautiful new millennium in
scholarship. Inventive, original, on an unexplored topic, and resonant with
implications for many other fields of inquiry, it combines scholarly precision
with gentle wit and probing speculation. It congregates visual and textual
materials that few scholars would otherwise ever know about or think to
pursue, let alone analyze with the genius that Blewett brings into the picture.
Better, this book clearly has a secondary market beyond the academy, for the
force of its intelligence and the charm of its style would make it the ideal gift
for either the nonacademic connoisseur or the cheerful granny who likes to
read stories about faraway places and adventuresome young men. Whether on
the middle-class coffee table, in the upscale coffee house, or undergirding the
caffeine-driven late-night lucubrations of dissertation writers, Blewett's is the
kind of book that will support hours of conversation, days of re-reading, and
jeons of appreciation.
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Liz Bellamy, Commerce, Morality and the EighteenthCentury Novel (Cambridge: Cambridge University Press,
1998). Pp. 223. $59.95.
Reviewed by Keith Bodner, University of Aberdeen
The author joins the debate that the categories for understanding and assessing
eighteenth-century literature must be widened, and besides travel writings,
rogue narratives, tales of the underworld, spiritual biographies, journalism and
travel guides, economics should be given further attention: "For the
development of economic analysis in the eighteenth century was not just a
matter of significance to financiers and economists. It had a much wider
impact, for it represented the emergence of a new discourse of social analysis
which provided a radical challenge to the terms of the existing forms, redefining
the relationship between the individual and the state and influencing images of
the polity and ideas of social morality. As such it presented a fundamental
challenge to the terms in which society could be represented, and to traditional
ethical systems." Liz Bellamy is persuaded that the eighteenth-century novel
represents a sort of battleground, where "the contest between public and private
morality was brought to the fore, and the novel became the ground on which
it was fought." Further, the development of the novel during this period
occurred within a context of burgeoning economic writings; consequently, the
novel became an instrument for participating in the public debate over
commercial morality and the ethics of financial and economic life.
The book has a two-part structure. Part 1outlines Bellamy's views on the
economic and literary contexts of the period. Chapter two discusses the early
eighteenth-century economic thought, especially as manifested in the work of
David Flume and Adam Smith. As expected, she addresses the various
responses to Bernard Mandeville and draws attention to the emerging discourse
of social analysis and rise of economic writing by the lower classes. Her next
chapter addresses the literary context of the period, including theories of epic,
epic standards and novel criticism, and theories of fiction: "This analysis of epic
criticism will argue that writings on epic need to be given much greater
prominence in accounts of the eighteenth century, and in particular in the story
of the rise of the novel. We cannot comprehend the context in which novels
were produced without some understanding of contemporary cultural
expectations. We need to know what people wanted from their most
important literary form, and what they felt their national literature should be
doing." It is the application of this epic form to the novel, and the moral

434

1650-1850

landscape they portray which is of germane concern to Bellamy in the
remainder of the book.
Part U contains readings of a series of texts. Chapter four examines a
series of mid-eighteenth-century novels, including Samuel Richardson's Clarissa
and Sir Charles Grandison, Henry Fielding's Tom Jories, and Charlotte Lennox's
The Female Quixote. In Bellamy's reading of Tom Jones, for example, she notes
that when the hero is confronted by the highwayman on the London road, he
is faced with a difficult choice: "He can follow the dictates of the public virtue
of justice and uphold the interests of society, or he can act in accordance with
a private sense of mercy and charity, and consider the interests of the
individual. In a way this dilemma symbolizes the options facing the novelists
of mid-eighteenth-century." Chapter 5 explores "The novel of circulation," a
narrative that portrays the adventures of a non-human protagonist "which was
passed through society by a series of acts of exchange, and was thereby able to
experience at first-hand the diversity of the modern community." The next
chapter assesses the role of the sentimental novel as a reflection of social
consideration. Her readings here include Sarah Fielding's The Adventures of
David Simple, Oliver Goldsmith's The Vicar of Wakefield, Henry Brooke's The
Fool of Quality, and Henry Mackenzie's The Man of Feeling. Bellamy suggests
that within novels of this genre, which emphasize "private and affective codes
of behavior," comprehensive analysis and rigorous critique of the prevailing
economic system can be found. Chapter seven outlines the contribution of
Edmund Burke before turning to "the Jacobin novel," with examples from
William Godwin's The Adventures of Caleb William, Mary Hays's The Memoirs
of Emma Courtney, and Mary Wollstonecraft's The Wrongs of Woman. These
novels often were "a means of exploring political oppression with eighteenthcentury society and the position of women in public and private life," and were
platforms for criticism and debate directed toward commercial and social
injustices. Bellamy's brief concluding chapter is followed by the endnotes,
which are reserved for citation of references only; therefore the central flow of
the argument is reserved for the main text, which in this case facilitates easier
reading.
As with the majority of monographs that delineate a rather compressed
thesis, not everyone will agree with all the conclusions, and for the
undergraduate this will be a difficult book to read from cover to cover.
Nonetheless, the author's suppositions, while over-argued at times, have merit,
and specialists in the field will no doubt welcome a new reading of the novels
from this critical perspective.
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Steven N. Zwicker, ed. The Cambridge Companion to
English Literature, 1650-1740 (Cambridge: Cambridge
University Press, 1998). Pp. xxiii + 334. $59.95 (cloth);
$18.95 (paper).
Reviewed by AnnaBattigelli, Plattsburgh State University
For all the fuss over cultural studies, finding a supplementary background text
that introduces students to Restoration and early eighteenth-century literary
culture has been a challenge for some time. Given the inextricably
interdisciplinary nature of the literature of this period, the need for such a text
is paramount. And yet, as the older texts have gone out of print, few of the
new texts serve as adequate replacements—^not least because the quest for new
"novel" or "untold" accounts of the period tends to produce texts that
presuppose a familiarity with the old histories that many students lack. The
tendency to squeeze the cultural and literary complexities of the Restoration
into histories of the long eighteenth century further reduces the likelihood of
finding an adequate background text for this period. It is thus a welcome relief
to read through the carefully selected and lucid essays collected by Steven N.
Zwicker in The Cambridge Companion to English Literature, 1650-1740.
In "England 1649-1750: Differences Contained?" John Spurr explores the
paradoxical nature of a culture "divided, ill at ease with itself, and yet successful
and stable" (4). Decade after decade, underlying antagonisms emerged and even
multiplied as the Augustan state transformed itself into a "bureaucratic and taxraising machine" (24). As political parties evolved, political activity intensified,
spilling into newspapers, periodicals, clubs, and coffee-houses, creating the
celebrated public sphere, which Spurr claims paradoxically helped to contain
the very political and religious antagonisms that fueled it.
Michael Seidel's "Satire, Lampoon, Libel, Slander" traces satire as it
worked to "help release some of the more dangerous pressure that had been
building against [Charles's] rule" (45). By 1695, when the Licensing Act lapsed
again, satire no longer fed off of the vestiges of Civil War hostilities; it turned
to "the burgeoning professional and entrepreneurial classes in England," whose
tastes determined the nature of print journalism and prose fiction championed
by figures like John Dunton and Daniel Defoe (48).
Margaret Doody's "Gender, Literature, and Gendering Literature in the
Restoration" traces the evidence of gendered warfare in the politics and
literature of the period. The contest of styles between Cavalier and Roundhead
took on gendered characteristics as Cavaliers wore their hair long and in curls
while Roundheads had short ugly haircuts. For some, Cromwell's regime
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represented a "superflux of masculinity"; others could not abide what they
perceived to be Charles II's effeminate nature (61). The cult of "Sensibility"
helped to ascribe "previously 'feminine' qualities to normal male psychology
and behavior," smoothing the progress toward the new industrial age (62). As
the century progressed, the characteristic aggressiveness with which sex was
discussed subsided into a milder, more melancholy, and, for women,
paradoxically less liberating, mode: "gender became the creature of an
internalized sensibility rather than the topic of wit's transformative powers"
(78).
Jessica Munns's lucid "Theatrical Culture I: Politics and Theatre" begins
with Charles IPs issuing of patents three months after being restored to the
throne, an action that helped establish a cozy relationship between court and
theater. When, in 1695, Thomas Betterton took the oldest and best actors and
formed a new company, "an elite theatre run by and for courtiers" was replaced
by "a more commercial theatre orienting itself toward a wider audience" (97).
By 1720, however, the proliferation of theaters was unwelcome by a
government anxious about controlling them, and writers like Henry Fielding
turned increasingly to the greater freedoms offered by the novel.
In "Theatrical Culture II: Theatre and Music," James Winn examines the
influence on British musical theater of Italian opera. Charles II encouraged
both existing companies to stage musical shows: early in the period. The Indian
Queen, The Indian Etnperour, and The Tempest each have important musical
episodes; typically, the major characters did not sing, and songs were performed
"by servants, spirits, angels, and other peripheral figures" (108). The only
staged through-sung English Opera of the penoA—Albion and Alhanius—^zs
interrupted by Monmouth's Rebellion. During the 1690s, fourteen semioperas
were performed and, later, Handel's operas were hugely popular, but Gay's
unprecedented success with The Beggar's Opera indicates "the stubborn survival
of the British preference for forms of musical theatre combining the spoken and
sung word" (114). Winn speculates that if Handel, "who set English textsin the
oratorios with considerable skill, had composed English operas, the later
history of British musical theatre would doubtless have been very different"
In "Lyric Forms," Joshua Scodel examines lyric poetry for its "impurity"
in incorporating the public attitudes and themes characteristic of the period
(120). Thus Andrew Marvell's Horatian Ode exploits a classic lyric genre to
ponder public events. Libertine verse sought "substitutes for the martial values
that once undergirded male aristocratic claims to superiority" (128).
Anachreonic verse was put to a multiplicity of uses, often by opposing
"conviviality to rebellious sullenness" (130). Retirement poems frequently
targeted London's "increasing prominence as a commercial metropolis and site
of state power" (132). Religious poetry, hymns, funerary poetry, and poetic
epitaphs also fused public and private. By the close of the period, the appeal to
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more purely personal feelings intensified, but the lingering of satire exemplifies
the attentiveness to public norms and resultant tonal complexity that enrich the
diversely 'impure' lyrics of 1650-1740" (140).
Paul Hammond's "Classical Texts: Translations and Transformations"
explores the ways in which parallels to be drawn from classical allusions can be
"fragmentary, inconsistent, and contradictory" (145). Dryden s association of
Charles with Augustus in Astraea Redux "brings into play Virgil s fourth
Eclogue and its promise of a golden age under Augustus" (146). But that past is
clearly mythologized, "not Rome but Virgil's hopes for Rome (147). In the
"imaginative world of [such poems]...time and space are both English and
Roman, and so not quite either" (147). In their formal translations, where
Dryden and Pope used interpolations, silence, inexact translation, and
purposeful mismatches, the result "does not take us into a private world of
untroubled communion with the classics, but into a variety of contrasting,
competing textual worlds which challenge us to rethink ourselves" (151).
Cedric Brown's, "'This Islands watchful Centinel': Anti-Catholicism and
Proto-Whiggery in Milton and Marvell" considers the anti-Catholic discourse
and the polemic against arbitrary government binding Milton and Marvel and
the speed with which the Whig press appropriated that discourse. As the Whig
party emerged after the Popish plot, Marvell's essays were used posthumously
to articulate and consolidate its stand. Before 1688, Milton was a less readily
embraced model, but Aeropagitica and other essays were drawn on, though
often without acknowledgment. After 1688, this changed, and Milton s
political works were more readily acknowledged by Whig polemicists.
Together, the two writers, despite their differences, helped shape the beginning
of Whig sentiment, which was founded as much on fear of popery as it was on
"more comfortable notions of liberalism" (181).
In "John Dryden," Steven Zwicker traces Dryden's creation decade by
decade of a national style, what we today would call an Augustan idiom. He
argues that "the demands, the intrigues, and the personalities of national and of
literary politics released in Dryden the full measure of his talent" (186). Always
entrepreneurial, Dryden succeeded in writing for the age despite increasingly
challenging contexts. After he lost his public post as poet laureate, he turned
to fable and translation, and even in this he matched the spirit of his age, which
was displacing the Holy Scriptures with Virgil's Aeneid as its seminal literary
text. His works came "to embody an idea of national culture at a moment
when ideas of empire and nationhood had more than begun to hold sway"
(202).
Ross Ballaster's "John Wilmot, Earl of Rochester," traces Rochester's
"preoccupation with an economics of the body politic and private" (205-6).
Rochester presents sexual exchange as a form of economic trade "usually
entailing 'loss' for the male lover" (206). His preference for a "Hobbesian
spendthrift pursuit of sensation" to a "Lockean philosophy of accumulation"
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is evident in his poetry, •where "emission and loss are consistently associated
with male sexuality" while surfeit is associated with female sexuality (206,208).
Margaret Ferguson's "The Authorial Ciphers of Aphra Behn" dismisses
the interestingquestion of why critics concern themselves with the biographical
truth of Behn's narratives rather than ascribing the voices of her narratives to
sophisticated personae. Ferguson does not believe that "separating the author
from the works is the solution to the problem" (226). She examines the selfpresentations Behn invites her readers to decode, finding "'likenesses' in the
texts to the shape-shifting public character known variously as 'A" or 'Astrea'
or 'Aphra' Behn" (226). Ferguson calls these likenesses "cipher" or "enigma"
effects and sums up Behn's authorial coyness as "a symbolic cryptography"
(227,241).
In "Swift, Defoe, and Narrative Forms," John Mullan compares Defoe's
Robinson Crusoe with Swift's Gulliver's Travels. Both Crusoe and Gulliver
produce a multitude of measurements and inventories, but Crusoe's details
work at creating the illusion of probability in a travel narrative centered around
a providential God; Gulliver's details, on the other hand, fly in the face of
probability and his narrative contains no God. The former led to the novel; the
latter, to satire or .to the anti-novel. Swift would satirize modern projectors;
Defoe wrote about them with Utopian hope. As Mullan concludes, "Swift
seems to ridicule the modern world, the world to which Defoe's narratives look
forward—the world of novels" (269).
In "Mary Astell and John Locke," Patricia Springborg traces Astell's
political engagement with the contractual theory of John Locke. Astell attacked
the social contract theory of government, which "drew an implicit parallel
between the voluntary submission of wives...and subjects, who contract as free
and equal individuals" (281). She continued to contest Lockean language in her
political pamphlets, where she attacked the doctrine of right resistance and
Nonconformity. Springborg sees the convergence of the Tory polemicist and
the feminist in Astell's argument that men and women, though naturally equal,
were made radically unequal by the marriage contract, an inequality that, for
Astell, the social contract only perpetuated.
In "Alexander Pope, Lady Wortley Montagu, and the Literamre of Social
Commitment," Donna Landry examines Pope as "the suburban intellectual,"
who used writing to "acquire symbolic as well as commercial capital" (307,323).
Pointing to the ambivalence toward blood sports in Windsor-Forest, Landry
identifies Pope's "ideology of governance as good stewardship" (319). His
legacy can be seen today in "the National Trust taste for stately homes and
gardens" and in propaganda against hunting (317). The aristocratic Montagu,
on the other hand, is "the expatriate adventurer" (307). Unlike the sickly Pope,
Montagu was a proficient rider, writing that riding and hunting gave her the
pleasure of "the Acquisition of a new sense" (322). She came "to signify a
gender-bending kind of English expatriate eccentricity often named 'Byronic,'
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but nearly a century before Byron first left the British Isles' (308). Together,
Pope and Montagu represent "two forms of Englishness that came into being
during British imperial expansion" (308).
Two detailed chronologies—one of events and publication dates and one
of birth and death dates of major figures—provide useful scaffolding. So, too,
does the bibliography of "further reading' that appears at the end of each essay.
Five illustrations—four of which pertain to aspects of theater history—are also
helpful. In short, the volume succeeds admirably at fulfilling Zwicker's aim "to
introduce students to English literary culture in one of its most volatile and
politically engaged moments' (xi).

Steven Shapin, The Scientific Revolution (Chicago and
London: University of Chicago Press, 1996). Pp. xiv +
218. $19.95 (cloth); $12.00 (1998 paper).
Reviewed by Roger D. Lund, LeMoyne College
Steven Shapin's The Scientific Revolution should be placed in the hands of every
reader interested in the relationship between science, politics, and religion in
the early modern period. Aside from an extended description of Boyle's airpump, Shapin makes no attempt to cover the great moments of scientific
discovery in the seventeenth century. Rather, as a "sociologically minded
historian," Shapin sets out to "display the structure of knowledge making and
knowledge holding as social processes" (9), and he assumes that "science is a
historically simated and social activity and that it is to be understood in relation
to the contexts in which it occurs"(9). Because there is no "essence" of
seventeenth-century science or of the scientific revolution itself, "there is no
single coherent story that could possibly capmre all the aspects of science or its
changes in which we late twentieth-century moderns might happen to be
interested" (10).
As Shapin argues, just as historians now "differ about which practices were
'central' to the Scientific Revolution," the "participants themselves argued
about which practices produced genuine knowledge" (6). Shapin provides a
condensed version of the discussion of experimental knowledge in the
seventeenth century first outhned in Leviathan and the Air-Pump (co-authored
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by Simon Schaffer, 1985), and he shows how difficult it was for the
experimental model to gain acceptance particularly from those like Newton or
Descartes who insisted on the necessity for absolute certainty of a sort
unavailable to the experimental scientist. "Newton considered that natural
philosophy ought to offer a high degree of certainty and that its formal
procedures ought to ensure universal assent. But as it was then constituted, it
did not" (120). On the other hand, experimental scientists, like Boyle, argued
for caution regarding the assertion of causal claims, since "fact founded causal
knowledge was endemically incapable of the kind of certainty associated with
mathematical demonstration" (112). Indisputable and global conclusions
required indisputable and global premises. "Discrete and particular events
might not answer to that purpose, and knowledge of them might be unreliable:
the testifying person might be lying or deluded; the instruments used might
distort the natural order of things; the events reported might be not ordinary
but anomalous" (82).
For all the tension between these two points of view, they shared an
opposition to the Aristotelian tradition ascribing purpose, intention, or
sentience to nature and its objects. And there was surprising agreement as to
the central importance of mechanical explanations of nature; "attempts to
'mechanize' not only nature but the means of knowing about nature... do
capture quite a lot that is worth understanding about cultural change in this
period" (12). Hence the description of modem science as mechanical
philosophy and an account of matter "as completely passive and inert" paved
the way for "a metaphysics appropriate to a mechanical account of the natural
world" (44). Practitioners disputed the nature and the limits of mechanical
explanation, hm. proper mechanical accounts of nature were widely recognized
as the goal and the prize. This involved the increasing use of "mechanical
metaphors to construe natural processes and phenomena," one that "explicitly
modeled nature on the characteristics of a machine" (44). One great advantage
of the mechanical metaphor was its intelligibilty, it being "part of the
mechanists' credo that all genuine effects in nature were to prove explicable
based on ordinary, comprehensible mechanical and material causes" (44). But
the mechanical metaphor also served as "a vehicle for 'taking the wonder out'
of our understanding of nature" or, to quote Max Weber, it was one means
toward "the disenchantment of the world" (36).
Shapin points out that the very idea of "construing nature as a machine,
and using understandings derived from machines to interpret the physical
structure of nature," violated "one of the most basic distinctions of Aristotelian
philosophy. This was the contrast between what was natural and what was
contrived or artificial" (30). It represented, in effect "The depersonalization of
natural knowledge: the growing separation between human subjects and the
natural objects of their knowledge" (30). It was important therefore, to gain
agreement that there was similarity between the products of artificial
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experiments and the products of nature. Otherwise experiments with machines
"could not standfor how things were in nature" (97). This stress on artificially
contrived experiments was nowhere more apparent than in the activities of the
Royal Society of London. The results of experiments which demonstrated
principles that one could not see or experience directly, however, raised the
question of probable knowledge. Because we have no access to the inner
workings of nature we must "infer the causal workings from the effects"(102).
Boyle was very cautious about "advancing opinions about the physical state of
affairs" that gave rise to facts of his experiments (102). Although we may speak
of Boyle's "law," Boyle himself never did.
One result of the "attempted mechanization of knowledge making" was
the development of "explicitly formulated rules of method" designed to
discipline "the production of knowledge by managing or eliminating the effects
of human passions and interests" (13). Consequently it was one primary goal
of the Royal Society to eliminate dogmatism: "the sooner natural philosophers
appreciated the provisional and probable character of their theoretical accounts
the better" (112). By restricting scientific discussion to matters of fact or
inference, natural philosophy hoped to reduce the contentiousness of
philosophers trained in the habits of disputation taught in the universities.
Sprat's famous invocation of the study of things and not words referred "quite
specifically to the verbose and wrangling style of natural philosophy in the
Schools" (121). Shapin emphasizes what is often overlooked in discussions of
the development of scientific method, that it was a genteel innovation. The
Royal Society was dominated by gentlemen, and as such it "had its own welldeveloped conventions for guaranteeing good order. The adhesion to natural
philosophy of civic gentlemen thus offered a powerful alternative to scholarly
disputatiousness" (134). One final inducement to concord involved the method
of experimentation itself. Bacon had insisted that "proper method called not
for disciplined individual reasoning (as it did for Descartes) but for organized
collective labor" (130). This was another of "methodological and practical
reforms aimed overwhelmingly at curing natural philosophy of its existing
ailments and specifically at rectifying its infamous disorder" (121).
Perhaps more notably, the Royal Society set out to reduce contention
through the agencies of a new and "highly circumstantialstyle" (108) of the sort
outlined in Sprat's History of the Royal Society (1667). "Boyle influentially
recommended that experimental reports be written in a way that allowed
distant readen—not present as firsthand witnesses—to replicate the relevant
effects...so that readers who were of a mind to do so could reproduce the same
experiments and thus become direct witnesses"(107). Much has been made of
the influence of the new plain style on everything from The Spectator to pulpit
oratory, but as Shapin points out, it is not "plainness" for its own sake that
matters, but rather plainness as a precondition of intelligible reports and
reproducible results. This goal of intelligibility, perspicuity, and plain dealing
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becomes central to culture of Augustan England. This is but one of the ways
in which debates over scientific method link "philosophers' work to the
concerns of the wider society" (125).
Shapin talks at length about the desire "to use the resulting reformed
natural knowledge to achieve moral, social, and political ends"(13). This is a big
question and one that has elicited enormous interest over the past twenty years.
In a more generalized and less ideological form than one finds in the work of
Margaret Jacob, Shapin stresses links between natural knowledge and state
power, between science and the developing social order. This is a big topic, and
given the ongoing debate concerning the connections between science and
social organization in the long eighteenth century, one wishes that Shapin had
developed his own arguments at greater length. The relationship between
science and religion, however, is treated much more effectively. While there
were certainly conflicts "between the views of some namral philosophers and
the interests of some religious institutions," as Shapin points out, "There was
no such thing as a necessary seventeenth-century conflict between science and
religion" (136). Indeed the dominant English tradition "took it for granted that
a key function of natural philosophy was to support and enhance Christian reli
gion" (153). For scientist and cleric alike, nature was understood to be "a
divinely authored book whose proper reading and proper interpretation had
the potential to secure right belief and thus to guarantee right conduct" (125).
In this respect both the experiment and the sermon could be seen as forms of
natural hermeneutics.
Scientists were careful to avoid all arguments, reminiscent of Aristotle that
ascribed purpose to nature itself. "If you ascribe activity and intelligence to
what is properly conceived as brute nature, then you make nature a
'semideity'," which had been one of the "grand causes of...poly theism and
idolatry" (151), an animistic view of nature popular among the sectaries and
revolutionaries of the mid-seventeenth cenmry, and revived by deists like John
Toland. Paradoxically, mechanical explanations of natural process implied a
"voluntarist conception of God's activity in nature" of the sort "built into the
heart of the Newtonian physics" (153). Thus it became "not an imperfection
but a recommendation of the mechanical system of mathematical natural
philosophy that God's intercession was required by it and publicly manifested
through it" (153) It is precisely the exploration of the practical implications of
the mechanical metaphor that gave rise to the argument from design
popularized by Ray and Derham and given currency by the Boyle Lecturers
who argued in effect that "The more we learn about the world-engine, the more
we are persuaded not just of the existence of a creator God but also of his
creative wisdom" (143). It is science that provides the superstructure upon
which the "argument from design" would be elaborated by clerics, poets and
philosophers in the eighteenth century.
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Shapin argues that seventeenth-century scientists "aimed to provide a
novel organizational form uniquely suited to the new practice; they made the
production of new knowledge, rather than the just guardianiship of and
commentary on the old, central to their identity; and they aimed...to link the
progress of science to civic concerns rather than wholly scholarly or religious
ones" (133). Much the same might be said of the aims of this excellent book.
As a thoroughly readable and accessible work of synthesis and explanation. The
Scientific Revolution has few equals.

Raymond D. Tumbleson, Catholicism in the English
Protestant Imagination: Nationalism^ Religion, and
Literature, 1660-1745 (Cambridge:
Cambridge
University Press, 1998). Pp. ix254. $54.95.
Reviewed hy David Evans, Cornell College
Raymond D. Tumbleson begins his astute and useful study by observing that
"Protestant prejudice against Catholicism in the England of the late seventeenth
and early eighteenth centuries has suffered from the purloined letter syndrome:
everyone can see that it is there, and assumes that what is so obvious can
contain no mystery to explore or significance to expound" (1). As he shows,
however, anti-Catholicism during this period was a multi-faceted phenomenon,
enlisted in numerous causes, and taking many forms over the course of the
period from the Restoration to the suppression of the '45.
Tumbleson's general thesis is that antagonism to the church of Rome
moved from a destabilizing force early in the period he considers to become a
reflexive bulwark of English (not British) imperialism and political stability by
the reign of George II. The tumultuous events of the late 1670s and early
1680s, the Popish Plot and Exclusion Crisis, hinged on anti-Catholic hysteria
that threatened the fragile but ostensibly stable hierarchical settlement of 1660
by questioning the legitimacy of the "Popish Successor" and thm the principle
of hereditary succession in general. The arrival of William and Mary essentially
ensured what Tumbleson in a different context calls "the evolution from
patriarchal to contractual society, from aristocratic to bourgeois hegemony"
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(63), and he makes an excellent, detailed case for the fundamental importance
of anti-Catholicism to this process.
There would not, however, be much to Tumbleson's argument if that
were all there is to it; hatred of James II, primarily for his open conversion to
Catholicism, is quite obviously the precipitating factor of the Glorious
Revolution. Fortunately, then, Tumbleson broadens his argument in a variety
of directions. His chapter on "The Science of Anglicanism," for instance, links
Restoration rationalist discourse and empiricist methods to the emergence of
Anglican rationalism, which was set, not surprisingly, over against the oftattacked "superstition" and authoritarian tendencies of the Roman religion.
(Tumbleson notes in passing how tmeasy this alliance could become, because
of the risks to faith and the establishment—whatever it may be—entailed by any
over-vigorous applications of reason to their ruling principles.)
Throughout his study, Tumbleson looks closely at works by canonical
and non-canonical authors (Milton, Marvell, Elkanah Settle, texts on the Popish
Plot, Swift, Defoe), noting from the outset that canonicity poses a problem for
a study of anti-Catholicism, "because sectarian polemicism has not comported
comfortably with the emphasis on good breeding that has underwritten the
aestheticist approach to literature" (5). Nevertheless, there are some surprising
omissions here: surely, Dryden's articulation of the via media in Religio Laici,
his later presentation of his conversion to Rome in The Hind and the Panther,
and the widespread condemnation of that conversion, might receive some
attention in the chapter on Anglican rationalism and the new science.
Similarly, though the principles of the Royal Society inform much of
Tumbleson's discussion in the same chapter, he only mentions it in the
previous one in the context of an attack on it by the independent, Henry
Stubbe, that was not published until 1911.
Despite this caveat, though, Tumbleson's scholarship is generally
successful. He takes on an enormous array of texts, and anyone who has spent
much time thinking about the way Catholics, Catholicism, and Catholic
countries were represented during this period can only admire that he has
managed to tease as clear and comprehensive a narrative from them as he has.
His arguments are clear and convincing, couched in a style that is at minimum
lucid and regularly rises to real wit. His position is theoretically well-informed,
inflected by Foucault and others, without being theory-ridden to the point of
occluding his main analysis of the evolving cultural role of anti-Catholicism in
the rise of bourgeois England.
As a corollary to this rise, Tumbleson notes that the dirty secret of the
English Enlightenment is that its consensus, wrought between mainline
Anglicanism and various forms of dissent, was built on an anti-Catholic
foundation whose irrationality and ugliness needed to be hidden in order for
its pacific vision of "common sense" to prevail. By the time Fielding published
Tom Jones in 1749-1750, the immense complexity and violence of religious
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conflict and sectarianism in the seventeenth century had been reduced to the
formula, "The Cause of King George is the Cause of Liberty and true Religion.
In other words, it is the Cause of Common Sense" (195, quoting Fielding).
This kind of complacent linking enabled, and characterized, the erasure of the
less benign forms of anti-Catholic intolerance that Tumbleson's work .sets out
to redress.

Adrian Johns, The Nature of the Book: Print and
Knowledge in the Making (Chicago: University of
Chicago Press, 1998). Pp. xxi + 751. $40.00.
Reviewed hy Jennifer Andersen, California State
University, San Bernardino
Adrian Johns's hefty study provides a salutary shift of focus in Anglo-American
history of reading. Perhaps since the publication of Elizabeth Eisenstein's The
Printing Press as an Agent of Change (1979) Anglo-American histories of the
book have concerned themselves primarily with the impact of printing,
without examining key assumptions about the nature of print. Eisenstein saw
a decisive turning point in print technology. Print made possible the exact
duplication of technical work, expanding data pools in astronomy, botany, and
geography. Printing allowed the spread and preservation of scholarship.
Printing spawned cataloguing, indexing, cross-referencing, and other aids to
analysis. While Eisenstein argued that print had a bridging, unifying effect in
science, however, there remained an unresolved paradox in that printing had
a divisive, fragmenting effect in religion, contributing to doctrinal polarization
through pamphlet wars. In Eisenstein's account, thus, science stands outside
of and above the errors and contingencies to which other areas of knowledge
were vulnerable.
In an opening chapter,Johns asserts that "the printing revolution, if there
was one, consisted of changes in the conventions of handling and investing
credit in textual materials" (35). He thus integrates a central insight from
modern histoire du livre: that the history of social institutions is integral to the
history of reading. To recover evidence of the labors involved in creating trust
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in books, Johns examines the records of the Stationers' Company, the
intellectual and professional biographies of individual stationers and authors,
early modern histories of printing, theories about the physiology of reading,
and the publication history of royal astronomer John Flamsteed's Historia
Coelestis Britannica. He persuasively applies the maxim of microhistory that
disastrous and spectacular cases (more likely to have left documentation) can be
used to display commonplace practices.
Chapters two and three focus on the agents and abodes of the London
Book Trade. Relevant domains include printing house and bookshop, city
square, court room, and coffeehouse; the people found working there include
Stationer, compositor, corrector, pressman, bookseller. Contemporaries'
worries about piracy (unauthorized reprinting) and a cluster of piratical
practices such as abridgement, epitomizing, translation, plagiarism, and libel,
indicate that print itself could not guarantee the value of what it produced. In
response, the Stationers needed to develop tactics to construct and maintain
claims to truth. Johns argues that licensing (the vetting of texts by specialist
readers) and the Stationers' Register (a record legitimizing a Stationer's claim
to "copy") became central tactics tested and deployed in court cases.
In the next two chapters Johns explores the implications of the fact that
copy was owned by the bookseller, and in particular how this came to
dominate John Streater's assault on the Stationers' Company. Streater's politics
had been founded in the notion of a reading commonwealth informed by
printed books of law and nature, and he himself had produced numerous
unauthorized texts during the interregnum, but after the Restoration he came
to advocate the replacement of the Stationers' Company by a system of crownappointed patentees. A central element in his case against the Stationers'
Company was a new historiography of the press. In resituating Streater's
history of printing in its polemical context of Stationers' Company politics,
Johns suggests how the scholarly tradition of the history of printing has been
misled by such propagandistic documents. Inadvertently, for example,
Eisenstein's view of print draws on "providentialist" and technological
determinist narratives of print's history that originated with Condorcet in
revolutionary France.
Chapter six examines how the act of reading was understood to occur by
contemporaries. Since the "passions" were believed to play a key role in
transmitting the images taken in by the eyes, control of the passions was seen
as necessary for the accurate assimilation of knowledge. Johns suggests that the
role of the passions helped validate the experiences of women visionaries and
encouraged them to publish. Radical nonconformists like John Rogers's
followers, likewise, printed the testimonies of their direct insights from God as
a result of "experimental faith." These kinds of prophetic reading were
criticized by experimental philosophers of the Royal Society who suggested that
religious enthusiasts manifested pathological rather than healthy responses to
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reading. Thus reading conducted among experimental philosophers had to
control the passions if it was to avoid error and injury.
As Johns goes on to recount in the next two chapters, however, the texts
of experimental philosophers were no less vulnerable to problems of credit than
others because they were just as dependent on the Stationers' Company. The
suspenseful story of John Flamsteed's stru^e to control the printing of his
Historia Coelestis Britannica powerfully illustrates the author's weakness in
negotiations over publication. While Flamsteed felt that unauthorized
publications both robbed him of credit and spread misinformation, the
techniques of unauthorized printing could be highly useful to a philosophical
writer like Newton. By exposing the instability of knowledge even in scientific
publications, Johns undermines the Eisenstein thesis at its roots. If one cannot
assume fixity and veracity of scientific texts, the least social of communications,
how much less can one expect it of other disciplines?
John's study is theoretically sophisticated, empirically impeccable,
meticulously documented-and refreshingly down-to-earth and readable. It
contributes simultaneously to debates within the history of science, history of
the book, social, political, religious, and literary history of seventeenth-century
England. It synthesizes the insights of several disciplines,as seems necessary for
the ambitious project of a history of reading. Finally, it has implications for
contemporary print and modes of electronic communication as well: even in
what seems the most disembodied transmission of information—the silent eye
scanning pixels on a screen—knowledge is inescapably social. This deeply
learned and compellingly argued study is likely to set a prescriptive standard for
Anglo-American history of the book for many years to come.

Robert W. Jones, Gender and the Formation of Taste in
Eighteenth-Century Britain: The Analysis of Beauty
(Cambridge: CambridgeUniversity Press, 1998). Pp. xii
-I- 268. $59.95.
Reviewed by Kathleen Leicht, Central Missouri State
University
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Robert W. Jones acknowledges that identifying the essence of this study is a
complex business. He writes that "it is impossible...to construct a single history
to explain the phenomenon of the beautiful in eighteenth-century
culture...There are a number of ideas of beauty in circulation" (36). His aim,
therefore, is "to describe a history and a method which can bring some of them
together" (36). The connections Jones draws among ideas concerning beauty,
gender, commerce, polite society, social class, art, and literature yield fresh
readings of several texts, some more well-known than others, in a wide variety
of genres; portraits, philosophical treatises, novels, and "polite" reading.
The idea of the beautiful connects these apparently diverse genres and
focuses the wide-ranging discussion. Jones argues that the entrance and
increasing participation of women into polite society during the middle of the
eighteenth cenmry entailed changes in commonly-held conceptions of beauty.
Discussions of beauty shift, he says, from the arena of political discourse, where
they articulate an abstract philosophical category used to describe universal
relations, to a wider sphere of cultural politics, where beauty becomes a
sensuous thing used to describe particular relations entailing specific moral
values.
As Jones develops it, this argument contributes more to our
understanding of the development of consumer culture than it does to the field
of gender studies. Jones relies on class differences at least as much as he does on
gender differences to articulate the role consumerism plays in the
commodification of beauty. What he does say about gender, however, is not
limited to the construction of femininity; it provides suggestions about ways
to approach eighteenth-century constructions of masculinity as well. For
example, his contention that "poor taste could be dismissed as effeminate, the
product of an unmanly desire for fripperies and extravagance or the unwonted
product of women's involvement in properly masculine deliberations" shows
how qualities attributed to both genders could arise from the positions
particular social classes assumed in relation to the acquisition of beautiful items
(ix).
Part of the reason the argument remains a bit unwieldy is that most
conceptions of beauty contain contradictions, as Jones acknowledges. Beauty
often has "a distinctly uncertain connotation" (156). For example, women
portrayed in novels or on canvas can corrupt with their beauty by being too
desirable and thus fostering unregulated desire in male spectators. At the same
time, they can construct and refine this desire by steering the male spectator
towards what is virtuous and therefore beautiful. Beauty becomes "a contested
term used to signify a woman's public presence; for some it marked the
spectacle women ought to make in society, whilst for others, feminine beauty
remained the symbol of corrupting pleasures, appetites which were best avoided
and if possible extinguished" (7). Jones concentrates on texts from the 1750s
and 60s, but he shows how throughout the eighteenth century "the process of
ideology, which in the nineteenth and twentieth centuries separated the
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aesthetic from the social was not yet fully in place" (8). Arguments about
beauty pervaded social and cultural debate more then than now, he insists.
Jones presents a complex argument that seems most useful when he
applies it to readings of specific novels and paintings. The discussions of novels
such as The Female Quixote and Sophia by Charlotte Lennox and Agreeable
Ugliness by Sarah Scott provide readings that are fresh, interesting, and
potentially useful for teaching. The chapter that discusses these novels is the
strongest of the five chapters that make up the book, although the chapter on
Sir Joshua Reynolds' portraits of well-known women is also intriguing. As a
whole, the book highlights a topic that yields insights into some individual
texts, but it does not provide a clear argument that will be easily transferable to
other texts. In addition, minor problems with the research occur, such as errors
in the transcription of long quotations (14, 28) and an instance where no page
reference appears for a quotation (33 n. 107). Problems with editing or
proofreading appear, too, such as on page 73, where the last two sentences of
one paragraph appear again as the next paragraph. Although Jones
convincingly shows that there is a relationship among gender, the formation of
taste, and the analysis of beauty, readers may not find his articulation of that
relationship fully satisfying.

Clifford Siskin, The Work of Writing: Literature and
Social Change in Britain, 1700-1830 (Baltimore and
London: TheJohns Hopkins University Press, 1998). Pp.
X + 285. $39.95.
Reviewed hy Barbara M.
(Connecticut)

Benedict, Trinity College

Despite its title, this is not a conventional history of the way literature
thematizes social issues. Rather, it explores the kinds of cultural "work" that
writing, as a new form of communicative technology, performs. It is an
examination of the way the labor of writing and its content worked in history
to create the category of "Literature." Siskin seeks to anatomize "Literature"
by seeing it as a sub-category of writing that endorses the division of knowledge
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by means of disciplinarity, professionalization, and gender. These three
categories, he suggests, were created in history by the conceptualization of
writing as work: the Romantic realization of the self in productive activity that
creates the surplus value capitalism requires.
Siskin argues that the shock of the new flood of writing in the early
eighteenth century propelled the reorganization of knowledge into disciplines,
created "Literature" as the discourse of British nationalism, and prompted what
he terms "the Great Forgetting," whereby women writers and the central
methods and issues of female writing dropped out of the canon' in the
nineteenth century. His final argument is that "Literature" is made "safe" and
comfortable—a form of productive pleasure—by means of the creation of
disciplinary boundaries that enforce the division of knowledge into narrow
categories that allow "deep" knowledge.
This is the process of
professionalization, allowing the creation of professions and the differentiation
of the professional from the amateur. Siskin argues that writing emerged as one
of several new forms of work in the eighteenth century, and "in representing
itself as a type of labor, writing played a critical role in valorizing and
hierarchizing other kinds" (5).
The book embraces several ways of exploring the way writing was
represented as work in the eighteenth century. Indebted to Marx and Engels,
Siskin's argument traces the shift from writing conceived as a threat of
proliferating labor by Pope to a mode of disciplined self-realization in
Wordsworth. One of his central arguments is that by articulating limitations,
more writing of different kinds was produced. Reading Hume's letters and
philosophy, he suggests that the segregation of writers produced more
specialized kinds of writing and writers, which were ranged hierarchically and
stimulated discussions about relative value. Siskin further traces this
naturalization of divisions of labor and knowledge in the political notion of
Jacobitism which, by erecting the need for nationalism, functioned to provide
"culture" as the answer to it. This argument resembles that of recent literary
historians that Scotland invented British literature but Siskin extends the
argument to suggest that Scotland occasioned British nationalism by replacing
philosophy with "culture" in the specific form of "British Literature" as the
overarching rationale for a disciplinarity that enforces distinctions by
legitimizing "everything a civilization does" (76). Particularly interesting is the
suggestion that the Romantic invention of work as heroic activity accords
professionals expertise on deep knowledge of others' personal lives; workers are
defined by what they do rather than, like gentlemen, by what they are.
Unfortunately, Siskin does not engage the arguments of recent scholars
of reading history, particularly RobertDeMaria or Roger Chattier, who suggest
that the cultural imperatives and publishing modes of the burgeoning
information age demanded in the mid-century a new way of reading for breadth
rather than depth. It seems, however, that in the mid-century the division of
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knowledge into narrow specialties that Siskin claims struggled against a
contrary ideal of a well-read critic as a sciolist who knows a little about a lot of
things.
The creation of British national identity threads through the book. The
most successful chapters examine genre by showing how specific literary forms
embody a mode of thinking that in fact seeps beyond formal distinctions. In
his treatment of the georgic, Siskin argues that the genre does not simply
thematize the value of labor, but uses its characteristic power of description to
represent descriptive writing itself as valuable work that, through its analysis
of subjectivity, participates in the general philosophical aim of the period to
connect the past and the present. This Siskin diagnoses as a general cultural
move to "lyricization": the sentimental endorsement of mental activity as a
kind of labor. Siskin traces writing's new purpose to social changes in the
organization and conception of work, "from apprenticeship to education, from
by-employments to occupation, and from combinations to trade unions, as well
as the accompanying valorization of mental over physical labor" (21). His
parallel exploration of "novelism" argues that the novel begins to dominate
"Literanire" dtu-ing the Romantic period not only as a genre, but as a stimulus
for professional criticism and canonization: writing in and about and around
novels becomes the apogee of literary writing. Its "work" is to snatch
"Literature" from hazardous revolutionary poetic modes, and render it
personally profitable. Indeed, Siskin argues that "novelism" bound the
kingdom together by constituting a kind of knowledge all citizens shared.
Since novels' novelty lay in their anti-Continental Englishness, novelism
generated nationalism itself.
In the final chapters. Siskin turns specifically to gender. He identifies the
growth of periodicals with the intensification of the "Author function" that was
necessitated by the economic stagnation of the 1720s to 1740s. Through the
inexpensive means of reader-author communication published in periodicals,
capital was generated, yet this kind of publication drops out of sight toward the
close of the century as novels overtake "Literature." Siskin links this
development to the banishment of women from "Literature." He claims that
the case of Jane Austen explains how women and female fiction slipped out of
literary history by arguing that Austen's particular circumstances—her choice
of the publisher Murray who had connections to exclusive, masculine reviews
featuring critics like Scott—legitimized the exclusion of women and women's
concerns, embodied by periodical fiction, from the Great Tradition of the
English novel. Austen's kind of writing, narrow but deep, defined the way
literature was used to exclude the tradition of female fiction. Although Siskin
specifically eschews discussion of Austen's literary merits, this argument
reiterates the view of her as compliant with patriarchal structures. Siskin's
moral general arguments, however, point out that early marriage and high birth

452

1650-1850

rates excluded women from the writing world and reinforced a prejudicial
differentiation between male, mental labor, and women's reproductive work.
This book has an idealistic agenda. Siskin hopes "to help to reconceive
literary study by mixing different kinds of data into it" in order to explain the
omission of women from literary history and to explode the dreamy
conception of literature as detached from the material conditions of writing
(24). As Siskin himself acknowledges, this is not any longer a startling aim;
many scholars have turned along the same path, and Siskin's concerns with
gender and with the artificiality of distinctions between literary language and
critical, prefatory, philosophical, or publicizing languages have intrigued readers
since the early 1980s. Indeed, a goal as ambitious as Siskin's merits a more
closely argued defense of the equation of different kinds of writing that takes
into account rhetoric, conditions of sale, and reception history as well as
historical and material differences. Siskin, however, has enough to do
concentrating on aspects of this historical correction that have not received
much attention, especially "the reorganization of work into mental versus
physical labor" and the close association of fictional forms with critical forms
that feed off them and spawn professionals (24). By attending to historical
changes and re-examining the conclusions of sociologists, historians, and
literary theorists. Siskin aims to integrate what we know about the history of
the period with the changes in literary form.
This method involves recording and explaining data about population,
working conditions, and legal changes in the regulation of publishing, as well
as close reading of literary works. This is a tall order for a book produced
under the stringent page limitations publishers currently demand. Some of the
most successful sections of the book demonstrate Siskin's skill at close reading,
particularly of Wordsworth and Eliza Haywood, but these are sadly brief. It
is a pity there are not more of these to ground his sometimes densely and self
consciously theoretical language. His aim, however, is to historicize close
reading itself. He argues that close reading is a kind of work designed to extract
the aesthetic value loaded into it by the author (or Author function). Close
reading thus endorses the laborious and specialized absorption and analysis of
"Literature" as a form of deep knowledge that fulfills the imperative of selfimprovement, and therefore functions as a kind of valorized worL His
rhetorical method is to defamiliarize concepts like "the sublime" and "the
novel" in order to free them for a new kind of understanding dependent on
knowledge of the social circumstances by which they became prominent. This
method resembles Michel Foucault's, and so, unfortunately, in many places
does Siskin's style.
This is a provocative book full of theoretical propositions that merit
careful consideration. Fortunately, Siskin repeats and summarizes his
arguments regularly throughout the text, for it is easy to become dazed by the
syncopation between kinds of data and levels of argumentation. While more
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concrete examples would provide welcome illustration, this is a bold step
forward in the attempt to relocate literary study in history.

Kevin Sharpe and Steven N. Zwicker, eds., Refiguring
Revolutions: Aesthetics and Politics from the English
Revolution to the Romantic Revolution (Berkeley, Los
Angeles and London: University of California Press,
1998). Pp. X + 289 + notes. US $50.00 (£40.00) cloth;
US $19.95 (£13.95) paper.
Reviewed hy Lana Cable, The University at Albany,
SUNY
From the editors of Politics of Discourse (1987) we now have a sequel that
extends and valuably elaborates on the original enterprise. In Refiguring
Revolutions: Aesthetics and Politics from the English Revolution to the Romantic
Revolution, Kevin Sharpe and Steven Zwicker pursue an idea generated by the
earlier volume's intersection of politics with literature: a hypothesis that the
seventeenth-century rise of party politics, which "authorizes relative
values...rather than absolute positions," enabled the realm of the aesthetic to
emerge in early modern culture by providing for "the emancipation of politics
from ethics and religion" {Politics of Discourse, 10). Sharpe and Zwicker's use
of the word "emancipation" in this earlier statement intimates their reading in
Refiguring Revolutions of a politics that begins during the English Revolution
to occupy "its own sphere...validated as a practice free from the opprobrimn of
Machiavellianism." This increasingly aestheticized politicsculminates in aclaim
to the Romantic high groimd of revolutionary idealism: "far above intrigue,
cabal, and interest, politics emerges as aesthetic terrain, 'that sublime science
which embraces for its object the happiness of mankind'" (Refiguring
Revolutions, 20).
As might be anticipated, however, by the fact that this definition of the
"sublime science" comes from Gouverneur Morris, the financial adviser who
helped write the U. S. constitution, aesthetics could operate as easily outside as
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inside what Morris himself qualifies as "politics in the great sense" (p.E.D., s.v.
"Sublime"; my italics). Morris and his contemporaries perceived that
Machiavelli's concentration on fundamental principles had bifurcated politics
into two kinds: the one that politicians claimed, and the one they actually
practiced. This double definition was treated as a commonplace by Isaac
DTsraeli, father of the Victorian prime minister, when he drew on Henry
Hunter's translation of Saint-Pierre to distinguish the virtuous "antique art" of
pohtics from the modern "'art of governing mankind by deceiving them,' as
politics, ill understood, have been defined" {O.E.D., s.v. "Politics"). Indeed, if
we prob e the affective appeal of political aesthetics as demonstrated in the essays
of Reftguring Revolutions, the "sublime science" emerges not so much "above
intrigue, cabal, and interest" as enmeshed in them. What changed when the
sublime science became "emancipated" from ethics and religion was not the
requisite business of intrigue, cabal, and interest, but the venue and
instrumentalities of people in power. Under the banner of aesthetics rather
than absolute truth, conflicting political interests were free to promise "the
happiness of mankind" in lieu of the discredited promise of spiritual salvation.
If the opprobrium of Machiavellianism was never quite cleansed from
political practice, neither did wise politicians forget Machiavelli's shrewd
insights into the human capacity for proceeding on appearances. Studies of
failed image-management argue as powerfully as do propaganda success stories
for interpreting political history through its aesthetics. It was inability to
mount for republicanism an effective image campaign that left the affective
trappings of authority in the hands of royalists and doomed the
Commonwealth government, Sharpe contends in "An Image-Doting Rabble."
Since the iconic practices of monarchy permeated visual and imaginative
culture, political power was inextricably associated with an idea of kingship
that could not be erased from popular thinking merely by executing the king.
Belated efforts by the Protectorate to fill the iconic gap with its own version of
royal pageantry, seals, and coins only called attention to the missing ingredient.
Language itself was a problem: the harder Cromwell worked to shape a rhetoric
that sounded both authoritative and un-self-serving, the more he sounded like
Shakespeare's Henry V. His quandary over the aesthetics of political power
elucidates both Cromwell's ambivalence toward the crown and the posthumous
coronation ceremony by which officials hoped to legitimize a hereditary
Protectorship.
For sheer brilliance of image-management, of course, the example of
Elizabeth I on the succession issue remained unsurpassed. But when Queen
Anne, in the wake of numerous fruitless pregnancies and the loss of five
children, tried to imitate Elizabeth by invoking "symbolic motherhood," the
strategy failed. In "Queen Anne Makes Provision," Toni Bowers explores the
politics that prevented this real mother from appropriating the iconic authority
of Elizabeth's mystical motherhood. Her conscious self-fashioning on the
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pattern of the Virgin Queen failed not simply because the icon didn't suit hei^
it failed because unlike Elizabeth, Anne assumed that motherhood, rather than
political power, was the essence of the succession issue. Also to blame,
according to Bowers, was a cultural shift that, during the preceding century,
had demystified symbolic language: "Symbols could no longer be relied on"
(70).
But the assiduity that even the Elizabethan court had to devote to its
image campaign su^ests that symbols were never taken for granted by the
politically astute. To exploit the aesthetic was to tap into a realm of human
response whose political market potential was only starting to be realized, and
changing sensibilities meant that the terms of engagement required constant
renegotiation. This is implicit in the theory of Bernard Mandeville, whose
conception of social relations as a theater of consumption and display informs
Edward Hundert's "Performing the Passions in Commercial Society." While
moralists worried that theatricality falsified intimate relations, Mandeville
celebrated it as the means by which a consumer society regulates itself.
Theatergoers like James Boswell cultivated their capacities for emotional
response to affective displays, thus helping to define the aesthetic character of
the political agendas to which they were subjected.
A good example is provided by John Barrell's "Sad Stories: Louis XVI,
George III, and the Language of Sentiment." The sentimental discourse
popularized in eighteenth-century novels and plays provided royalists of the
1790s with an affective medium for sustaining both an adversarial relation with
the French Republic and an anti-revolutionary campaign at home. Pathetic and
highly personalized reports of the last hours of Louis XVI with his family made
it difficult for popular imaginations to separate the political meaning of
revolution from domestic tragedy. But ironically, even as it personalized
regicide, this language may have unleashed darker forces. Readers who
interpreted Louis' execution as parricide could also project personal rebellion
against paternal authority onto the political stage. Thus Barrell cites "outbursts
of republican sentiment" that "led to trials for seditious words" (96), as well as
scurrilous cartoons and fables of decapitation that suggest how easily affective
political strategies can backfire.
For the republican hero Algernon Sidney, it had been not words
themselves but the allegorical reading placed on them by his prosecutor that
convicted him of conspiring against Charles II. In "Reading the Margins:
Politics and the Habits of Appropriation," Steven Zwicker uses the Sidney case
to suggest that examining how people read may reveal more about early modem
politics than knowing what they read. Cultivated interpretive habits led the
judge to believe that Sidney's manuscript allusions to Tarquin, Nero, and
Caligula indicated nothing less than a plot to kill the king. In the seventeenth
century, to read was to engage in political discourse. Given the avidity with
which seventeenth-century readers interpreted, the attractions of heroic drama
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for Restoration audiences no longer seem obscure. But beyond providing
insight into any single genre, reading the margins shows why unruly
interpretive practices were felt to have intensified civil conflict.
Containing the cacophony of voices to which the margins bear-witness
would be the work of political aesthetics for over a century to come, much of
it performed in response to social changes brought about by an expanding
commercial culture. In "These Neuter Somethings" Harriet Guest shows how
eighteenth-century women novelists used the new economy's ambiguation of
gender roles to recast the star player in the theater of civic virtue. Steven
Bending's "A Natural Revolution?" explores how gardening became the site of
conflict over "moral ownership of the landscape" (259) when wealthy
landowners promoted an aesthetic of ease and freedom that camouflaged the
economic exploitation underlying their estates. Conducting this analysis on a
literary plane, Michael McKeon in "The Pastoral Revolution" shows how genre
dichotomies like rural innocence versus urban corruption expose the deceptions
inherent in these conventions. Colonialism further complicates pastoral
critique when it exploits the highly cultivated Orient: the "macro-pastoralist"
constructs the colonizing power as professing artlessness while practicing
duplicity. Mark Jenner's "Bathing and Baptism" focuses on the promulgation
of cold bathing as a ritual of social reform rooted in Christian baptism that was
intended to counteract the self-indulgence of a consumer culture. Roy Porter's
"Medicine, Politics and the Body" shows how growing disposable income
among the upper classes subsidized a burgeoning culture of medical quackery,
which in turn provided an iconographic goldmine for political cartoonists: the
examples are scurrilously entertaining.
Of all the essays in RefiguringRevolutions, Gerald Izenherg's "The Politics
of Song in Wordsworth's Lyrical BaUadf may come closest to exploring what
happens when aesthetics actively strives to substitute for ethics or religion in
politics. Countering the criticism that Wordsworth's nostalgic aestheticizing
evades social and political reality, Izenberg argues that the poet's objective is not
to engage these directly but rather to promote a non-exploitative attitude
toward nature. Yet as Izenberg admits, Wordsworth's own practice suggests
that the right conditions could be "poetically imagined, rather than actually
lived" (118). Given this virtual environmentalism, the lesson that Wordsworth
extracts from Sir Walter's triumph over nature in "Hart-leap Well" would be
applicable to Wordsworth himself even as he repudiates it. There seems no way
to escape the exploitative implication of aesthetics teaming up with politics.
For the Romantic poet, the dilemma actually intensifies when the aesthetic
gesture is made not for a political cause, as was true for royalists or
Cromwellians or Queen Anne, but for the sake of that "infinite, ungrounded
individual autonomy" that even the morally self-aware poet refuses to
relinquish (137). For if, as Izenberg argues, the Lyrical Ballads console by
assuring the finite individual's "oneness with infinite nature," they do so by
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claiming for "the power of human selfhood" the finite individual's right to
define nature as well. On the evidence revealed by this stimulating collection
of essays, the reality to which such a politics would give birth had already been
artfully constructed.

Linda Troost and Sayre Greenfield, eds. Jane Austen in
Hollywood (Lexington: University of Kentucky Press,
1998). Pp. 202. $27.50.
Reviewed by Laura J. Rosenthal, Florida State University
Jane Austen in Hollywood is an engaging and timely collection of essays that
ponder the recent spate of film and television adaptations, particularly (but not
exclusively) the 1996 Emma directed by Douglas McGrath, Amy Heckerling's
Clueless (1995); three stabs at Pride and Prejudice (1940, directed by Robert 2.
Leonard; 1979, written by Fay Weldon for the BBC; 1995, written by Andrew
Davies for the BBC); Emma Thompson's 1995 Sense and Sensibility, and the
1995 BBC Persuasion, written by Nick Dear. The editors of this volume
understand the recent fashion for Jane Austen-inspired media as a significant
and suggestive cultural phenomenon, and the essays themselves present a range
of insights, paying particular attention to gender, class consciousness,
commodification, the fissures and coherences between Jane Austen's culture
and our own.
The temptation for modern Jane-o-philes to find fault with contemporary
commercial appropriations must have been powerful, for the volume contains
frequent disclaimers of a writer's disdain for the popular, adherence to outdated
notions of authenticity, or offense at tampering with genius. For this reason,
some of the more refreshing essays in this volume were the ones that took
advantage of not only critical conversations around Jane Austen, but of film
theory as well. In "'A Correct Taste in Landscape': Pemberley as Fetish and
Commodity," for example, H. Elisabeth Ellington subordinates questions of
whether filmmakers respect or violateJane to an exploration of one significant
aspect of Austen narrative—landscape—in both its eighteenth- and twentiethcentury contexts. Austen's adaptability to the screen, Ellington suggests, may
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have something to do with the author's own use of landscape and her portrayal,
especially in Pride and Prgudice, of the "vogue for the Picturesque" (95). Thus
instead of reading in just one direction, Ellington shows what the plethora of
Austen films might reveal about Austen. "The 1940 film [of Pride and
Prqudicel," she argues, "at least in its opening scenes, follows Jane Austen in
fetishizing men and their wealth rather than women and their beauty" (105).
Lisa Hopkins makes a similarly productive use of film theory, arguing that
while several prominent theorists have suggested that men have possessed the
filmic "gaze" and women inhabited the position of object, the 1995 Pride and
Prqudke "is unashamed about appealing to women—and in particular about
fetishizing and framing Darcy and offering him up to the female gaze" (112).
While Hopkins carefully and convincingly demonstrates how the film version
transforms Austen's Darcy—"here, far more than in the book, the emphasis is
never on what Darcy has, only on what he h" (117)—in both his emotional
expression and his physicality, I think her essay also nevertheless suggests that
filmmakers may have discovered an eroticism already latent, though undeniably
more subtle, in Austen's original character. Also considering the problem of
masculinity, Cheryl L. Nixon argues that the most significant difference
between Austen novels and Austen-inspired film lies in the pronounced
cultivation of feeling in the later versions of the men—what she calls the "extra
Darcy." She notes the historical irony here, for Austen located herself, Nixon
argues, squarely against the sensibility promoted by these film adaptation of her
novels. Still, rather than thinking about this difference as '"what we got wrong
about Austen'" (27), Nixon reflects on how these "revisions reveal that we
continue to look to Austen when we want help in creating our ideas of
masculinity" (27).
Several essays, however, focus on the inadequacy of these films to capture
Austen's complexity. Rebecca Dickson argues that at least two of these
adaptations—Dear's Persuasion and Thompson's Sense and Sensibility—
"undermine the quiet feminist force of both works" (45). Dear's shrill and
vulgar Elizabeth Elliot lacks historical verisimilitude, suggesting that "women
faced fewer pressures to conform than they actually did" (49); further, her
character's brashness ends up overshadowing the subtle protofeminism
expressed through Sophia Croft and Anne Elliot. Thompson's Sense and
Sensibility also undermines such political possibilities by representing Elinor as
repressed rather than sensible: in Austen, "Elinor's self-restraint is an
achievement" (51). Dickson makes a good observation here; nevertheless, I'm
not sure that this difference means that in Thompson's film "Elinor was all
wrong" (50), a judgment that suggests filmmakers should be held to the
impossible goal of authenticity.
With some similar objections, Amanda Collins compares the unfavorable
reception of Dear's Persuasion with the enthusiastic reception of Thompson's
Sense and Sensibility by arguing that while Dear sets Persuasion in a specific
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historical moment, Thompson appeals to "postmodern nostalgia" by
"privileging of the hyperreal over the original text" (83). Yet in spite of Dear's
realism, marketers presented Persuasion as a romance by picturing an idyllic and
sensual couple about to kiss on the videocassette box. Not only does this scene
fail to take place in the actual film, but the couple on the box only vaguely
resembles the actors in the movie. Suzanne Ferriss and Nora Nachumi both
find that while some of the more "faithful" adaptations miss Austen's edge.
Clueless ends up capturing more of the novelists's spirit. For Ferriss, the film
"reveals the glaring gap between the heroine's perceptions of events and the
events themselves" (123). Nachumi similarly praises Clueless for capturing
Austen's irony, whereas McGrath's Emma, for example, "ultimately refuses to
knock Emma off her perch," and thus misses the appeal of a flawed heroine.
Kristin Flieger Samuelian, on the other hand, finds the problem with
Thompson's adaptation of Sense and Sensibility to be political rather than
aesthetic, for the film eliminates "a space for feminist critique by eliminating the
discomfort generated by...the novel's drive toward closure," which reveals
"women's relative unimportance in the courtship plots" (155). Thompson has
created a postfeminist film that ignores Austen's subtle critique and instead
exaggerates the limits placed on women by representing the custom of vestigial
primogeniture as law, thus suggesting that we no longer face such injustices. At
the same time, any critique of patriarchy becomes overshadowed by the heavily
romanticized courtship plot.
Missing from these convincing observations of popular culture's failure to
capture Austen's astute critique and technical brilliance, however, is any sense
of what using Austen offered the filmmakers in the first place. While most of
the essays do not develop full arguments about why these films might be more
objectionable—more socially uncritical and technically flat—than any other
enjoyable but less-than-brilliant film of the last twenty years, scattered
throughout is the accusation that the Hollywood industry violently
appropriated Austen's genius into romance for mass consumption and profit.
Deborah Kaplan, in a powerfully-argued essay, makes thispointmost explicitly,
accusing McGrath's Emma and Thompson's Sense and Sensibility of downright
"harlequinization" (178). Taking an implicitly opposing perspective, M. Casey
Diana demonstrates through student surveys that the films, rather than
undermining interest in the novels, actually help students appreciate the
original by making complex plots more accessible to them. But while these
essays fundamentally disagree on the value of these films, they both measure
that value in precisely the same way. While coming to terms with the extent
to which these adaptations either facilitate appreciation of Austen or contort
her powerful novels into the ideologically acceptable has an intellectual value
in itself, I sometimes missed an exploration of the films on their own terms.
Further, the frequent objections throughout that Hlmmakers have rewritten
Jane Austen plots to make money remains inadequately theorized. Not only
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is this a little bit like objecting that shopping malls and theme parks seek
profits, but it ignores the well-documented commodification of fiction in the
eighteenth century.
While the editors' introduction represents the question of why Austen has
become so popular in movie houses as one of the volume's central concerns,
few of the essays directly take up this problem. But there are exceptions: in the
opening essay, Rachel Brownstein interestingly suggests that, at a time when
irony has achieved an aesthetic ascendance, we turn back to Austen's mastery
of this form. Nevertheless, significant differences remain: "[ijrony at its
simplest, today, is not saying one thing and meaning another, but not being
sure if you mean what you say. Austen's irony was a moralist's; postmodern
irony refuses to acknowledge the moral" (1920). Carole M. Dole, on the other
hand, suggests that "one of Jane Austen's chief fascinations for American
audiences in the 1990s is her keen analysis of the vicissitudes of class, a topic
which American filmsin particular have resisted confronting openly" (58). But
while British filmmakers have used Austen to take a hard look at class,
American ones tend to raise this issue only to dismiss it. Clueless provides the
perfect example, for it denies "the efficacy of class barriers" by, for example,
emphasizing Cher and Tai's continuing cross-class friendship; at the same time,
it aestheticizes "the upper-class lifestyle in a manner consistent with the
American ethic of achievement but not with its myth of classlessness" (75).
In spite of some over-protectiveness toward Austen, Jane Austen in
Hollywood offers much sagacious critical insight. It will be particularly
productive for teachers of Austen who will find confronting these films
inevitable, as well as appreciators of Austen who will find confronting them
irresistible.

